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ABSTRACT

The current premise maintains that the quaUties that characterize the relationship 
between verbal and nonverbal expression displayed by the actor, while speaking scripted, 
memorized text, will be naturally, and spontaneously, influenced by the circumstances 
inherent in the text, just as these qualities would be influenced by circumstances inherent in 
comparable “real-life” situations.

My research demonstrates that the current implied premise underlying actor training 
theory - geared towards acting with scripted text - is flawed and, as such, jeopardizes skill 
development in a safe learning environment, through its inability to accommodate conditions 
found necessary through this research for both practical skill development, and the 
development and maintenance of empathie student/teacher relations

A narrative teUing of my personal history in training and professional work will 
preface my research finds and argument. This narrative will then be used as reference 
during the course of the argument, which will use research studies from the behavioural 
sciences to support the logic behind the narrative developments.

Evidence strongly indicates that the claim for the equation in the current premise for 
actor training is unfounded. When this equation is removed experimentally, it becomes 
apparent that the criteria used in various training procedures are limited solely to the training 
exercises, and cannot be applied successfully to the final product. When training and 
performance situations do not share circumstantial similarity, and comparable criteria, the 
basic conditions for practical skill development cannot be fully met. The absence of 
transferable criteria to the performance situation also inhibits the development of an 
empathie relationship between student and teacher, a relationship deemed necessary by my 
findings for optimal skill transference as well for ensuring a safe learning environment. 
Under the current premise, exercises are used which have an actual final goal other than that 
for which they are ultimately directed. This poses a potential threat to the safety of the 
student. Without empathy the teacher’s discretion in determining the appropriateness of 
these training exercises is compromised.

In this dissertation, I propose an alternative premise, that recognizes the inherent 
circumstantial difference in “real-life” and “scripted” reality, exercises are offered that 
share both criteria and circumstantial comparability with the performance situation. This 
wiU guarantee the conditions necessary to both skill development and the growth of 
student/teacher empathy; thus ensuring a productive and safe learning environment.
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CHAPTER 1 

INTRODUCTION

The Claim Underlying This Study 

There exists currently, a very broad notion as to what “acting” is. I wish to 

emphasize that for the purposes of this study, I use this term to refer to that type of 

representation that uses memorized script.

The current implied premise governing actor training theory - geared towards acting 

with scripted text - is flawed and, as such, jeopardizes skill development and a safe learning 

environment, through its inability to accommodate conditions deemed necessary for both 

practical skill development and the development and maintenance of empathie 

student/teacher relations.

This current premise maintains that the qualities that characterize the relationship 

between verbal and nonverbal expression displayed by the actor while speaking scripted, 

memorized text, will be naturally and spontaneously influenced by the circumstances 

inherent in the text, just as these qualities would be influenced by circumstances inherent in 

comparable “real-hfe” situations. Evidence for the identification of this premise is offered 

in Chapter 4.

Origin and Guidance of Procedural Perspective 

This study has grown out of a personal frustration in trying to understand the 

practical application of my much of the actor training to the actual task of acting. Almost 

twenty years ago, I began to examine my relationship to my art by engaging in a process 

that shifted between immersion and distancing. This perspective developed out of a need to 

make sense of my confusion surrounding the paradoxes of my training. Any headway into 

clarity that I was able to make seemed to occur when I had managed to succeed, by
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engaging in a process of logical assessment, at looking at myself from a distance, as if 

trying to make sense of someone else’s experiences. But because these activities had 

actually happened to me personally, I had a personal investment in the investigation, as the 

resolution of past confusion appeared to be the only means with which to ease the stress 

that was interfering with my attempts to successfully do my job.

It became apparent to me that this process involved a balancing act. For if I allowed 

my emotional responses to past events to become overly personal, my understanding of the 

causes and effects would suffer, and any practical gains that I was making in my acting 

skills would cease. By keeping my personal emotional attachment to past events at a 

minimum - through a concerted effort to logically follow this process to its conclusion - 1 

found myself able to identify certain conditions that helped me to develop my skills.

During this period of exploration and questioning, my success at skill development 

and my ability to maintain this perspective -  which I have since come to recognize as being 

empathie in nature - became more and more inseparable.

While writing the narrative section of this study, I have used definitions of related 

constructs to empathy -  those of sympathy, projection, and identification (definitions for 

which are provided in Chapter 2)- to provide me with the alarm bells which would signal a 

shifting out of an empathie state. This “warning” system functioned as follow.

At times, particularly while examining earlier incidents, I found myself slipping into 

“sympathy,” as I felt a need to portray myself as a victim, and experienced the urge to 

suggest some kind of evil intent on the part of my teachers.

My straying into “identification” would be manifested by a desire to make 

exceptions and allowances for certain exercises and attitudes. This was prompted by fears 

that my readers might be less critical and more accepting if 1 was more open to making 

concessions, even when they ran counter to my own obserations.

At other times, when 1 let go of this need for acceptance, 1 would move into 

“projection,” and feel an urge to emphasize my defiance, imagining that others could not
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help but share my perspective and shed their current behefs.

Through a process of continually revisiting this section of my writing, I was able to 

reverse a number of these sUppages, and to re-estabhsh in myself the emotional distancing 

necessary for an empathie perspective. I suspect that ray writing has yet to be cleared of all 

shppages. But it is my hope that I have managed to maintain an empathie perspective 

sufficient to maintaining a logical process that can justify a more practical and accountable 

approach to actor training.

In Chapter 2 ,1 also mention a progression in the three types of reasoning - 

abduction, induction, and deduction - that could be used by the reader to chart the 

development of my argument. In the context of this introduction, I would like engage 

briefly as well in this exercise, relating this development of reasoning process to a few of the 

major hypotheses proposed in my writing.

First, I win offer some introductory definitions (reiterated in Chapter 2) from 

Charles Pierce:

Abduction invents or proposes an hypothesis; it is the initial proposal of an 
hypothesis on probation to account for the facts . . .  in induction we generalize from 
a number of cases of which something is true and infer that the same thing is 
probably true of a whole class . . .  Deduction exphcates hypotheses, deducing from 
them consequences that may be tested, (cited in Farm, 1970, p. 10)

I begin my argument “abductively” with the hypothesis that circumstances 

described in a script do not exert a comparable influence upon an actor’s responses, as 

similar circumstances might exert upon an individual in “real-life” situations. This 

hypothesis contradicts the current premise underlying actor-training theory, which does 

support an equation of circumstantial influence between “real-life” and staged realities.

Having put forth this hypothesis, I then move to “induction,” with a goal towards 

making a plausible generalization. It is my observation that often actors speaking 

memorized text on stage exhibit a quality of relationship between verbal and nonverbal 

expressive behaviour that is not eomparable to that which is exhibited by individuals 

functioning under similar “real-hfe” circumstances, and that this inappropriately displayed



behaviour interferes with the proper carrying out of the task of acting - assuming that the 

goal for this task entaUs engaging the observer on an emotional level through the 

representation of characteristics of “real-life” behaviour. I understand (from research 

studies) that behaviour, which interferes with the carrying out of a task, is a result of the 

over-riding influence of a circumstance in the performance situation that has not been 

addressed in the training situation. I therefore make the generalization that this 

“inappropriate” display of behaviour in actors is a result of a similar situation. I suspect 

that a performance situation circumstance had not been adequately addressed in the training 

situation.

Entering to “deduction” I test my hypothesis. I compare characteristics of “real- 

life” behaviour - that are similar to the “inappropriately” displayed behaviours of actors on 

stage using memorized speech - with those behaviours displayed by actors, to see if the 

circumstances influencing the individual in “real-life” (that cause such behaviour) might be 

present in the actor’s performance situation. Because the circumstance of talking in pre

conceived speech in “real-life” does indeed lead to similar behaviours to those displayed 

by actors on stage, and because this circumstance is a circumstance under which the actor 

functions in the performance situation, I conclude that the non-spontaneous circumstance of 

speaking memorized text has not been adequately factored into the training situation (a 

conclusion home out by an examination of preparatory actor training exercises). And, 

consequently, because this circumstance has an overriding influence over the circumstances 

indicated by the script content, I then eonclude that my original hypothesis has been 

supported, and that spontaneous “real-life” circumstance and memorized “scripted” 

circumstance do not exert a comparable influence on the participating individual, rendering 

the current premise suspect.

With regard to the potential of current actor training approaches to supply the 

student with practical skills, I use “abduction,” based upon some personal observations, to 

put forth the hypothesis that these approaches do not support skill development.
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Through “induction” I make a generalization that current approaches cannot meet 

the conditions deemed necessary for skill development. This generahzation is based upon 

my investigation into whether the two conditions considered by skill development theory to 

be necessary for skill acquisition can be found in actor training approaches: these 

conditions being circumstantial comparabiUty and mutually apphcable criteria to both the 

training and performance situations. 1 find no evidence that any current actor training 

approaches consistently meet these conditions.

To put my hypothesis to the test through “deduction,” I decide to try to determine 

if what is generally considered acting attains the goals it sets out to achieve. I test the 

claims of actor training theorists that acting should represent recognizable “real-life” 

characteristics of expression, by comparing what I see on stage to criteria that have been 

shown through research studies to characterize “real-life” behaviour. The fact that what I 

observe on stage very often contradicts what passes for appropriate behaviour in comparable 

“real-life” situations lends support to my hypothesis that current approaches do not 

support skill development.

With regard to a hypothesis on empathy, I again follow a progression of reasoning. 

My reflections on the negative experiences in my own training lead to my “abductive” 

hypothesis that current actor training approaches do not provide a safe learning 

environment, as they do not encourage student/teacher empathy.

Entering into “induction,” I set out to make a generalization concerning the absence 

of empathy in actor training approaches. I conclude, through the reading of research 

studies, that feedback based upon criteria is a condition that can (by encouraging shared 

perspectives through a common reference point) maintain empathy in the student/teacher 

relationship. After examining numerous acting texts and articles, the almost total absence of 

criteria that I encountered, combined with the numerous statements concerning the 

impossibüity of setting criteria, leads me to make the generahzation that current actor 

training approaches do not support empathie student/teacher relations as they do not contain
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the condition necessary in the learning environment for encouraging empathy.

To “deductively” test my hypothesis, concerning the relationship between a safe 

learning environment and the presence of empathy, I consult psychotherapeutic sources on 

the consequences of participating in self-developmental exercises in the absence of empathy, 

as such exercises constitute the bulk of actor training. Because these studies cite lack of 

empathy as the major contributor to the hazards that can result from using such exercises, 

and because my own experiences matched so closely these results, I feel confident in my 

proposed hypothesis that the absence of empathy in the actor-training environment does not 

support a safe learning environment.

During the course of my argument, other hypotheses are offered, followed by 

processes of generalization and testing. I leave it to the reader from this point onward to 

categorically follow the progression of my logic.

It is my hope that the hypotheses put forward, supported by a logical progression of 

reasoning, wiU demonstrate how the various negative implications are inter-related, and 

encourage the reader to consider an alternative perspective that can permit a consideration of 

the potential hazards resulting from activities based upon a “faulty” premise.

My own struggle to free my perspective from the grip of this premise has been long 

and challenging. By succeeding, I have been able to resolve the confusion and frustration 

that previously characterized my experiences in acting and actor training. I can now 

challenge that which I had been previously encouraged to accept on faith alone. The 

evidence available - through other disciplines that can support my own obserations and 

experiences - argues against the demand to put my faith in training that cannot map out a 

logical process of development adhering to the conditions essential to practical skiU 

acquisition. If the following argument can help prevent further confusion and frustration 

(and perhaps more serious harm) then this study wiU have been well worth the effort.

Origin of the Current Premise
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Readily accessible to the acting student and acting teacher are numerous textbooks 

and articles on the process of acting. The vast majority of these writings grow out of 

perspectives rooted in the current implied premise.

A century ago Konstatin Stanislavski urged the adoption of an approach to training 

that has ever afterwards equated the “reahty” of what is being represented, with that which 

it represents. His decision that the preparatory training period should be “cast” aside to let 

“nature” be the “guide” when the student steps on stage (Stanislavski, 1949, p. 286) has 

led to an acceptance of the notion that the performance situation somehow functions in an 

identical manner to “real-life”; and that the preparatory training period must be geared 

toward an enhancement of those qualities that contribute to participation in the very act of 

living. Celia Pang has meticulously charted the spread of an “inner” approach to acting 

from Stanislavski onwards (through Richard Boleslavsky, Michael Chekhov, Lee Strasberg, 

Stella Adler, Robert Lewis, Meisner, Uta Hagen, Joseph Chaikin, and Jerzy Grotowski) in 

The angst o f American acting: an assessment o f acting texts. She sees the adaptation of, 

and apparent deviations from, his approach as adding to the diversity of methods available to 

acting students (1991, p. 393). What her study fails to recognize, is the fact that the basic 

premise has endured during this proliferation.

Joyce Aldridge’s The tradition of American actor training and its current practice 

in undergraduate education (1993) is a survey of the most commonly used theatre texts in 

North America and makes reference to many theorists who are cited in this present study; 

including Adler, Barton, Benedetti, Chekhov, Cohen, Delgado, Hagen, Harrop, Kahan,

Lewis, Marowitz, Meisner, and Spohn. The argument following wUl provide evidence that 

these individuals (along with others) accept, without question, the current premise.

The perpetration and almost universal acceptance, throughout the decades, of this 

circumstantial equation between “real-life” and “scripted” reahty has effectively censored 

any attempt to seriously examine the actual circumstances inherent in the performance 

situation.
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Prior to the influence of Stanislavski, there is evidence, in the work of Francois 

Delsarte (Delaumosne, 1893, pp. 65-108) and Steele MacKaye (Herbert, 1997, p. 101), of 

an awareness as to the unique circumstance of the performance situation. While not 

specifically identifying the actual performance situation circumstances, their approaches did 

not depend upon equating the effect - derived from the successful accomplishment of the 

final goal of acting; namely the observer’s emotional reaction - with the actual final goal; 

namely the representation of “real-hfe” communicative behaviour. This indicates that there 

was an understanding that “real-life” and “scripted” realities were not functionally 

identical. Although their prescribed methods of training have fahen out of use, these two 

theorists wül be later briefly examined to demonstrate their adherence to skiU and empathy 

developing conditions; and how through comparison, the current approach proposed by this 

study - although differing in specifics - meets similar conditions.

Also, near the conclusion of this argument will be a brief look at those theorists - 

represented by Vsevolod Meyerhold, Jerzy Grotowski, Eugenio Barba, Phillip Zarrilli and 

Ann Bogart - who advocate a “non-reahstic” portrayal of human communicative behaviour. 

Although these theorists do not advocate a spontaneous response to script during 

performance, their preparatory activities appear to pose a similar threat to the establishment 

of empathie student/teacher relations through an inconstancy of meeting necessary 

conditions.

The Asian performance traditions from which these modem “non-reahsm” 

theorists claim inspiration (for their goal of a “non-realistic” final product) do not 

recognize the current premise underlying modem approaches to actor training. These 

traditions maintain a consistency of circumstance common to both the training and 

performance situations, demonstrating awareness to the difference between the two 

“realities,” in a similar manner to that of Delsarte and MacKaye. Although this study is 

not designed to include a cultural/historical overview of performance theory, these Asian
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disciplines warrant a brief examination later, to emphasize their similarity - in meeting skill 

development and empathy conditions - to the approach proposed by this present study.

Because the majority of theorists direct their training recommendations toward the 

goal of a “realistic” looking product, they will be treated more or less collectively in the 

main body of this analysis. A “review” of their proposed methods of training will form the 

first few sections of this argument and wUl consist of references and quotes.

A Call For Accountabihtv 

Recently, voices have emerged, calling for greater accountability with regard to the 

logic behind an approach to actor training which has remained virtually unchallenged for the 

greater part of a century. I add my own voice to this list by entering into a process of logic 

that will hopefully expose the current premise’s inability to accommodate conditions 

necessary to skill development and empathie student/teacher relations. It is also my hope 

that this process will provide support for the proposal of an alternative premise, as well as 

validating a proposal for a training approach leading to optimal skill development in a safe 

learning environment. The following statements represent this growing concern for 

accountability, and lay out the specific challenges that this study is intended to meet.

If theatre is a medium, the task of a phenomenology of theatre should be cognition 
of the medium, through better understanding of the phenomenal use of its signs . . .  
In any case, no phenomenological approach is entitled to confuse the 
phenomenology of the world with the phenomenology of a medium. (Rozik, 1999)

Theory as practiced in theatre and performance scholarship . . .  tends to put great 
stock in the apparent profundity of conclusions, and much less stock in die quahty 
of the arguments advanced in support of those conclusions . . .  consequently, 
counter-intuitive conclusions are highly seductive. Paradox, in particidar, is a 
positive virtue in much performance theory. An argument that results in a paradox 
is not reflected as incoherent but celebrated as profound . . .  Analytic philosophers 
seek out paradoxes in order to reveal a logical flaw in an argument, or, even more 
usefully, to identify a knotty conceptual problem in need of intensive philosophical 
scrutiny... All too often in performance and theatre theory, we argue by citation. 
Theories are collages constructed from quotes and ideas extracted from other texts. 
If someone we respect has published a theoretical assertion that sounds good and 
supports our own position, we uncritically adopt and apply the assertion. Too many 
arguments in theade and performance theory stake their validity on phrases such as: 
‘as so-and-so has demonstrated/taught us/revealed’. .. Because performance theory
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very rarely advances original arguments in support of the philosophical principles it 
adopts -  indeed, it too rarely even rehearses the arguments offered by the theorists 
who originally advanced those positions -  we are often merely theoretical parasites; 
the flow of theoretical discourse goes almost exclusively into performance theory, 
and very rarely does it come out again to influence other disciplines. It is time for 
performance and theatre theorists to emerge from the shadows and become full- 
fledged players in the interdisciplinary drama of theoretical discourse. To do so 
however, we must finally take full responsibility for the positions we stake out and 
the theoretical assumptions upon which those positions are constructed. (Saltz, 
2001)

I find it unfortunate that critical theory as it is generally applied to performance . . .  
issues so often follows its own unreflected-upon-rhetorical patterns and dogmatic 
appeals to authorities who everyone simply agrees with - the magic of invoking a 
relatively small number of the right names interminably repeated, with minor 
variations. I am sometimes tempted to say that the difference between philosophers 
and theorists is that philosophers make arguments, while theorists make assertions 
and call them argument. . .  This is best seen in bad writing when someone says, T 
am going to argue that. . .’or, T am arguing that. . . ’ followed by his or her 
assertion, with no further demonstration forthcoming: saying you are arguing is a 
substitute for actual argument. When this happens . . .  especially in .. . 
environments . . .  where the pohtical line is predictable, arguments are replaced by 
interestingly framed pieties, and suddenly we’re in church. (Erickson, 2001)

Many of our intuitively held concepts about theatre sit together uneasily or 
paradoxically. They imply contradictions or paradoxes. And it is the task of 
philosophical research to identify theses tensions and, in the happiest of events, to 
relieve them . . .  Theatre philosophy, then, involves . . .  including, identifying, and 
addressing the disjunctions, anomiies, contradictions, and paradoxes that 
combining concepts sometimes entails. (Carroll & Banes, 2001)

Drama teachers and practitioners work in a ‘human arena’, constantly developing 
and honing skills as lay psychologists in observing and commenting on a special 
kind of behaviour; acting. Alternative perspectives on such behaviour from a 
scientific viewpoint may seem inappropriate. Acting, after all, might be regarded as 
exclusively concerned with subjective truths, bmlt upon intuition and creativity: 
qualities antithetical to ‘objective’ research methods in the pursuit of hard - nosed 
‘facts.’ Even if philosophical objections could be transcended, venturing onto 
‘scientific’ territory may necessitate considerable effort to become more precise in 
the use of the . . .  language of another discipline. Yet, in my view, this is territory 
that demands exploration and drama researchers do the notion of interdisciplinary a 
disservice by failing to grapple with the nuances of such languages. (Banfield,
2000)

During the course of the following argument I intend to provide evidence that the 

“confusion” against which Rozik warns, prevails in current actor training theory, as a result 

of the influence of the current premise. I wiU attempt to go beyond the customary citing of 

previous opinions that Saltz claims to characterize theatre discourse. By taking up 

Banfield’s chaUenge to adopt a more “scientific viewpoint,” I wiU consult research studies
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in other disciplines to support my own obserations and experiences. Through the 

presentation of this evidence, I wül be taking seriously Erickson’s suggestion that the 

theatre theorist should move beyond the intention to argue; and engage in argument. By the 

conclusion of my argument I hope to have satisfied Carroll’s and Banes’ requirement for 

theatre philosophy by having resolved many of the “disjunctions, anomalies, contradictions, 

and paradoxes” - inherent in actor-training approaches under the influence of current 

premise - by exposing these qualities as symptoms of approaches that cannot accommodate 

basic conditions necessary for the establishment of a safe and productive learning 

environment.

Conclusion - A Cautionarv Note 

Because I am challenging a universal notion inherent in current actor-training 

approaches, I am aware that my tone of writing wiU often appear “uncompromising” and 

perhaps overly exclusive. It is not my intention to blindly throw out aU procedures that have 

been developed to train students in the skiU of acting. However, because what I am 

challenging is the very premise upon which these procedures have developed, the result is an 

almost universal questioning of current methods growing out of this premise.

What my progression of logic leads me to is the conclusion that in order for a 

procedure to lead to skül transference it must adhere to certain basic conditions that have 

been determined (through extensive research studies) necessary to facüitating the process.

It is only because I have not been able to find a single current approach that can consistently 

meets these conditions do I assume a position that might be interpreted as universally 

discrediting standard of approaches.

Because I find the argument supporting the presence of certain necessary conditions 

convincing, I offer my own suggestions for an approach that meets these conditions. At 

present it might appear that I am advocating “my way” over any other way. But if there is
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another approach that can be demonstrated to meet the required conditions, I wül 

enthusiastically add my voice to those extolling its merits.

As I progress through the subsequent argument, I suspect my tone of writing wül 

come across as progressively judgmental. I concede the accuracy of this conjecture with the 

qualification that as my argument progresses, the gravity of the potential for negative 

consequences from current approaches becomes more and more apparent. I would find it 

difficult to try to underplay the seriousness of the conclusions that grow naturally out of 

this process of reasoning, and I ask the reader to accept my development of tone as one that 

comes from concern, and not one primarily motivated by self-promotion or self- 

righteousness
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CHAPTER 2 

METHODOLOGY

Introduction to Methodology 

I intend to achieve the above goals through an analysis of my own personal journey 

from confusion into clarity during the periods of my actor training and professional 

practice.

The methodological approach I will take in this study is emergent, reflecting the 

perspective that has characterized my own process of growth. Through reasoning, 

facilitated by a growing commitment to the same empathie process that I have deemed 

absent from current actor training approaches, I have come to terms with the confusion that 

plagued much of my actor training and professional experience.

In the context of research, an empathie position can provide an effective means for 

the “opening up” to another’s “lifeworld” as it “requires a detachment from the 

researcher’s personal experiences.” This positioning will allow both the researcher and the 

reader to look with “immense interest” at incongruities, and to participate in an 

“imaginative engagement with the world that is being described . . .  and trace the process by 

which findings have emerged” (Ashworth & Lucas, 2000).

“Empathy leads to knowledge . . .  it lays the groundwork that makes interpretation 

appropriate and effective” (Basch, 1983).

I have therefore chosen the defining characteristics of empathy as the basis for my 

methodological approach to this inquiry.

Estahhshing Guidehnes 

The guidelines for this methodological approach can be found in definitions of 

empathy. The original Greek term for that which describes the modem concept of empathy
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is empatheia, “which implies an active appreciation of another person’s feeling experience” 

(Astin, 1967, p. 57).

Modem conceptions of empathy include the following ideas, which inform my 

methodology:

• “entering the private perceptual world of the other and . . .  heing sensitive, moment
to moment, to the changing felt meanings which flow in this other person an
emotional reaction that emanates from the emotional state of another individual. . .  
contingent on cognitive as well as emotional factors” (Feshbach, 1997, p. 35).

• “withdraw from . . .  subjective involvement” (Katz, 1963, p. 46).
• “separate feelings held by himself alone from those sensed and shared” (Keefe, 

1976)
• “often reflected through accurate communication of reactive feelings hack. . .  in 

harmonious understandable verbal and nonverbal messages” (1979).
• “involves a cognitive and emotional capacity to interpret physical and psychological 

state of others” (Shamasundar, 1999)
• “resonation . . .  perspective-taking” (Gladstein, 1983).
• “stepping into another person’s shoes . . .  hack . . .  into one’s own shoes again” 

(Blackman, Smith, Brokman, & Stem, 1958).
• “involves both the . . .  sensitivity to current feehngs and verbal facility to 

communicate this understanding . . .  It is not necessary - indeed it would seem 
undesirable . . .  to share the. . .  feelings in any sense that would require him to feel 
the same emotions. It is instead. . .  an appreciation and a sensitive awareness of 
those feelings” (Tmax & Carkhuff, 1967).

• “experience of partial identity between the subject’s mental processes and those of 
another with the resulting insight into the other’s mental state and participation in 
his emotions . .. Which aspect. . .  of our own personality would f i t . . .  is decided 
by the, mostly, unconscious interpretation of certain signs in the other’s appearance 
and behavior” (Koestler, 1949).

• “the imaginative transposing of oneself into the thinking, feeling and acting of 
another and so stmcturing the world as he does” (Dymond, 1950).

• “a neutral process. It may lead to positive feelings and closer social relations . . .  
but this is not necessarily the case” (1949).

• “moment by moment atmnement and frequent understanding reactions . . .  to put 
oneself in the other’s shoes at that moment, to grasp what they are consciously 
trying to communicate at that moment, and what they are experiencing at that
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moment. . .  be in the moment with the other’s struggle to understand himself or 
herself, access his or her experience, shape it into words and concepts and 
communicate it to another person” (Bohart and Greenberg, 1997, p. 14).

• “witnessing and acceptance” (Jordan, 1997, p. 346).
• “expansion . . .  moving out of a certain kind of self-centeredness into an 

understanding of the growth of self and other and of relational awareness. We 
move beyond the paradigm of self versus other and egoism versus altmism” (p. 
344).

• “value-free . . .  Empathy in the formal or theoretical sense should refer only to a 
process of coming to know... ‘empathy’ should be used to indicate that a judgment 
is being made through a process that specifically does take one’s pertinent affective 
reactions into account. . .  Empathie receptivity and responsiveness involves more 
than an accurate appraisal of the affect that is being communicated; it also implies 
that an accurate appraisal has been made of the context in which the affect is 
mobilized” (Basch, 1983).

• “a displacement or fission between my empathizing self and the empathized other; 
recollection between my present recollecting self and my past recollected self (whom 
I ‘see’ from the vantage point of the Other who is me now); imagination between 
myself imagining and myself imagined (whom I ‘see’ from the vantage point of the 
Other who is me imagining): and reflection between my reflecting self and the 
experiences I reflect upon” (Thompson, 2001, p. 20).

• “a process, rather than a state . . .  It means entering the private perceptual world of 
the other and becoming thoroughly at home in it. It involves being sensitive, 
moment to moment, to the changing felt meanings which flow in this other person

• “without making judgments . . .  you lay aside the views and values you hold for 
yourself in order to enter another’s world without prejudice” (C. Rogers, 1975).

• “to share, to experience the feelings of another person. This sharing of feeling is 
temporary. One partakes of the quality and not the degree of the feelings, the kind 
and not the quantity. It is primarily a preconscious phenomenon. The main motive 
of empathy is to achieve an understanding . . .  to become both detached and involved 
-  the observer and the participant -  objective and subjective” (Greenson, 1960).

The Two Components of Empathv Guiding This Studv 

Two elements that figure significantly in the above definitions of empathy are 

emotional resonance and cognitive understanding. These components are responsible for
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the simultaneous conditions of personal connectedness and objective distancing that 

characterize empathy. As well, there is some direct mention, and much implied 

understanding, of the role that “imagination” plays in facihtating the empathie process.

An empathie positioning will influence both the form and the content of this inquiry. 

As empathy is relational in nature, I will identify the relationships contained in both form 

and content.

The two sets of relationships integral to the form of this inquiry are: that between 

my past self and my present self, and that between the reader and myself. The three sets of 

relationships found within the context of the writing wiU consist of those between teacher 

and student, student and scripted character, and scripted character and audience.

Creating An Empathie Relationship With Self

Barrett-Lennard has written that: “a precondition for empathy to occur is to listen 

personally with truly interested attention and nonjudging receptivity. This is manifested in 

self-empathy as a respectful ‘inner’ listening, with readiness to take seriously whatever 

signals arise internally.” There is a “direct awareness of ‘inner’ flow, an experiential 

knowing of whatever is felt, sensed, and new or connected in meaning” (1997, p. 108).

In order to estabhsh an emotional resonance with my past self, I am choosing to 

revisit emotional experiences, which arose from situations highly judgmental in nature. I 

intend to engage in “a respectful ‘inner’ listening, with readiness to take seriously whatever 

signals arise internally”, and “to listen personally with truly interested attention and 

nonjudging receptivity” (p. 108) by documenting, through writing, the actual circumstances 

of these incidents, suppressing current value judgments upon the actions and reactions of 

the participants. I will then use a reason-based analytical process to maximize an objective 

appreciation for my original reactions to these situations. I will be satisfying both the 

“emotional” and “cognitive” requirements for an empathie positioning and engaging in 

the empathie movement to “withdraw from . . .  subjective involvement.” Thus I hope to
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achieve a “separation of feelings shared with the other person” (Katz, 1963, p. 93), in this 

case, my own past self.

Creating An Empathie Relationship With the Reader 

How do I increase the potential for an empathie relationship with my reader? As I 

write, I am aware that this individual exists in the future. I am denied the opportunity to 

adjust the writer/reader relationship through on-going feedback. I can, however, establish 

guidehnes that are conducive to the creation and maintenance of an empathie writer/reader 

relationship. Although I do not know the reader’s specific identity, I can direct my writing 

generally towards those for whom this inquiry may hopefully benefit. My ultimate goal is 

to bring about practical change in the training of acting students. This goal is intended to 

impact teachers, students, actors, audience members, and, in order to gamer legitimacy, 

academia. I therefore can determine my own guidelines while writing, by “imaginatively” 

placing myself in the respective groups’ positions. My own personal history has been 

mostly comprised of the first four groups. My presence in the world of academia has been 

limited. By maintaining an acceptable level of rigor, I will trust that writing predominantly 

in a manner representative of my interaction in the four other groups wUl not undermine my 

attempt at dialoguing in the academic arena.

Initially I must do all I can to establish optimal conditions for an empathie 

writer/reader relationship. Through the creation of an empathie relationship with self (by 

revisiting my own story) I have already begun to open “the way to interpersonal empathy” 

(Barrett-Lennard, 1997,p. 111).

Use of Narrative in Interpersonal Empathy 

As I sustain this personal resonation to self through the narrative form, I am 

encouraging a similar resonance in the reader. Narrative can play a catalytic role in the 

empathie process. “The apparent conflict that may appear to exist between affective.
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cognitive and imaginative forms . . .  can be reconciled within a narrative model” (MacLeod,

1999). This imaginative journey to the scene will help the reader gain a cognitive

appreciation for my emotional reactions to the various circumstances that shape my journey.

the intersection of the reader’s world and that of the text open up imaginative 
possibilities which illuminate the reader’s relationships with others . . .  we perceive 
these imaginative possibilities as imaginative variations on our own flesh. It not 
only revels to the reader the intelligibility of her past hfe, but also imaginatively 
transforms that past to open up new possibilities for the future . . .  ideas posses us 
rather than the other way around because they impress themselves on our affective, 
receptive flesh. Something of the same kind occurs . . .  we are caught up 
imaginatively. . .  we are literally moved to put ourselves in the Other’s position . . .  
our fleshly affectivity can spark off, or ‘kindle,’ our imagination, and put us at the 
service of the character or real person whose sufferings resonate in and through us 
. . .  our flesh resonates with emotional infection. (Hamric, 2000)

Eliminating Related Constructs 

As mentioned in Chapter 1, another approach to maximizing the potential for an 

empathie writer/reader relationship is to examine the defining charaeteristics of related 

positionings, and to narrate my story in such a way as to minimize the danger of slipping 

into one of these other perspectives. The three inter-relational positionings of sympathy, 

projection, and identification are “constructs” that “overlap” with empathy (Goldstein & 

Michaels, 1985, p. 7). These related states are dependent upon certain assumptions made 

by one party about the other. Because of the importance of distinguishing between them 

and empathy, in the development of this methodology, I will discuss these terms in more 

detail. The following definitions wül augment the process “checks and balances” outlined 

in the Introduction.

Through sympathy we become “preoccupied with the assumed duality or the 

parallel between our own feelings and the feehngs of others. We are not concerned so much 

with the objective reality and character of the other person’s situation as with an analogy 

between him and ourselves . . .  The understanding of the other person is not our objective” 

(Katz, 1963, p. 8). Sympathy contains elements of “condolence, agreement, or pity” 

(Greenson, 1960). There exists “an active desire to collaborate and help” (Koestler, 1949).
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The assumption in the sympathetic process equates the emotional experience of both parties 

with a goal towards some form of stress rehef.

If, while describing experiences in my story, I begin to pass moral judgments upon 

the quahty of my emotional reactions, I am slipping into a sympathetic positioning, 

assuming the reader’s experience has led to a moral position that wiU permit a 

commiseration with my suffering, with a goal towards abatement. This assumption is 

unsupported. In order to prevent the empathie writer/reader relationship from moving into 

sympathy, I must describe the quality of my emotional state solely within the context of the 

situation from which it developed, indicating what was at stake for me in the moment.

Projection “involves the attribution of one’s own wishes, attitudes and behavior to 

. . .  someone other than the self. . .  the thoughts and feelings of the self are attributed to the 

other” (Dymond, 1950). It is “defensive and unconscious” in nature (Basch, 1983).

These quahties imply an attempt to circumvent judgment by suggesting the other party is as 

comparable a victim, or perpetrator.

If I assume that the reader cannot help but look at ray story as a reflection of the 

reader’s own story, then I am entering into a process of projection. I am assuming the 

reader is prepared to accept a comparable measure of responsibiUty for any emotional 

reactions described in my story (as our stories run parallel to each other). As in the case of 

sympathy, I can minimize the danger of moving into the area of projection by again 

considering that the specifics of my experiences, and my reactions to those experiences, are 

unique to me alone. And as such, it is for me to assume responsibility for these reactions 

under the described circumstances.

The difference between identification and empathy is that identification “is 

essentially an unconscious and permanent phenomenon, whereas empathy is preconscious 

and temporary. The aim of identification is to overcome anxiety, guilt, or object loss.” 

(Greenson, 1960) It involves “the breakdown of distinctions” (Hamrick, 2000) and “the 

modehng of oneself in thought, feeling or action after another person” (Symonds, 1946, p.
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318). It is a “desire to be liked the other individual” (Dymond, 1950). Whereas 

definitions of sympathy and projection associate goals with the retention of an awareness of 

distinction, the goal associated with identification calls for the merging of personalities.

A move into a relationship based upon identification would reflect a serious level of 

insecurity on my part. The writing of my story would become characterized by 

embeUishments, and even fabrications, as I would try, in order to gain approval, to adopt the 

assumed reaction of a specific party. An effort to relay information as I actually remember 

it would discourage this transformation.

Any sensing on the part of the reader of the unnecessary burdens, and 

inappropriately placed assumptions, resulting from any of the above “constructs,” would 

ahenate me from my reader. By keeping a cautionary eye upon the direction of this writing 

with the above definitions in mind, I hope to minimize any potential threat to maintaining an 

empathie writer/reader relationship.

Relating the Process of Reasoning to Interpersonal Empathv 

A reason-based analysis of my story should not preclude the emotional resonance I 

hope to establish with the reader. Baihn writes: “reason and emotion are not necessarily 

opposed one to another but are, in fact, closely intertwined . . .  reasoned assessments are at 

the basis of many emotions . . .  cognition is necessarily suffused with emotion, providing 

cues for further thought and action” (1993, p. 45).

Adhering to empatfiic guidehnes wül aid in my endeavor to present circumstances, 

and my reactions to them, as accurately as possible. The mitigating effect that this “facing 

of facts” can have on any personal bias I might otherwise bring to my examination of 

“evidence,” and subsequent inferences, wül hopefuUy allow the reader to accompany me, 

through a process of reasoning, towards the conclusion. If biases “are able to flourish 

because we are so httle aware of the nature of our thinking or at least of crucial steps in it” 

(Evans, 1989, p. 109), then perhaps the empathie guidehnes, serving to maintain empathie
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self-relations, will increase my self-awareness and minimize this threat to logic. If my

reader can accept the logic of my reasoning, 1 will have succeeded in strengthening the

cognitive aspect of empathy.

This reasoning has grown out of a need to achieve very specific practical goals. And

1 suspect that any category of reason I may have unconsciously chosen was the one best

suited to the immediate task. My process of logic has grown out of necessity, not out of

adherence to any prescribed process, as “we do not naturally reason in order to be logical,

but are generally logical. . .  in order to achieve our goals” (Evans & Over, 1996, p. 16). 1

also suspect that the degree of success I achieve in conveying the motivation behind my

need for clarity will influence the perceived validity of my logic.

I win reiterate the Chapter 1 definitions of categories of reasoning to underline the

significance of hypotheses.

Abduction invents or proposes an hypothesis; it is the initial proposal of an 
hypothesis on probation to account for the facts . . .  in induction we generalize from 
a number of cases of which something is true and infer that the same thing is 
probably true of a whole class . . .  Deduction explicates hypotheses, deducing from 
them consequences that may be tested. (Pierce cited in Fann, 1970, p. 10)

Regardless as to what type of reasoning I choose, 1 will find myself directed towards 

either the proposition, or the testing, of hypotheses. It is my hope that by empathically 

engaging my reader imaginatively through narration, we wUl participate in a comparable 

observational experience as a prelude to hypothesis proposal.

Rudolph Carnap defines science as beginning “with direct observations of single 

facts . . .  It is only when many observations are compared with one another that regularities 

are discovered.” These regularities “are used to explain facts already known, and . . .  to 

predict facts not yet know” (1966, p. 4). It is my intention to observe -  as best I can 

through the “distancing” effect of empathy -  the “facts” of my past training and 

experiences with acting, and those that I see at present. From these observed facts, wiU 

come my hypotheses. By sharing this process of observation (through a narrative base)
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with me, it is my hope that the reader will gain an appreciation for the logic that leads 

ultimately to a new proposal for actor training.

Through determining if the observed facts are “applicable to other circumstances 

than those under which they were observed” (Peirce cited in Fann, 1970, p. 34), perhaps 

we can find ourselves empathically engaged in the process of “testing” the validity of the 

hypothesis.

I am conscious of the fact that 1 am entering into an inquiry that sets out to challenge 

accepted approaches to actor training, and I hope that by engaging in a reasoning process 

that adheres to empathie guidelines, I can minimize the alienation of my reader.

The process of reasoning that has brought me to the point of undertaking this study 

has not been without its “inner” struggle. The methodology I have developed for this 

inquiry is designed to hold me to an on-going challenge. I appreciate, through experience, a 

sense of comfort in the tendency to “to seek and evaluate evidence in support of whatever 

hypothesis about the world” is currently held “rather than seek to test hypotheses in the 

most effective way” (Hampson & Morris, 1995, p. 189). However, I appreciate even more 

a sense of accomplishment in breaking free of paradox. It is my hope that the reader will 

follow the progression of logic as it moves through the analysis of my relationship to 

circumstance, and will gain an empathie appreciation of my journey
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CHAPTER 3 

PERSONAL NARRATIVE

Introduction to Narrative 

The following narrative is an encapsulation of the time in which I have been actively 

involved in the task of acting. It comprises the thirty-year period, which made up my post

secondary actor training and subsequent professional experience, as well as the half a dozen 

previous years. I hope it is a relatively straightforward telhng of facts, as it must relate to 

my own subjective perspective. I have made a choice to limit my descriptions to the general 

nature of events rather than itemizing a long list of specific examples.

I intend, through telling this story, to take the reader with me, from a place of 

confusion into one of clarity. My experiences, as described in this narrative, represent the 

justification for the analysis that follows. I have been eompelled to chronicle my process in 

a move to “legitimize” my present position on actor training. I have found support, 

through research studies in the behavioural sciences - including skill acquisition and verbal 

and nonverbal communication- for the logic behind my journey.

As my current position stands in opposition to the vast majority (and perhaps all) of 

those voices of authority in current actor-training theory, I have engaged myself in this 

process almost as a professional survival tactic. I am vahdating my own experience to 

maintain involvement in my chosen discipline, a discipline which cannot, under the dictates 

of the current underlying premise that governs modem actor-training theory, offer me, the 

meaningful feedback needed to grow as a theatre artist.

Two individuals figure prominently in the following story. Their names are Jean 

Paul Destrubé and Roy small. These individuals were exceptional teachers and I encourage 

the reader to refer to the brief biographies in Appendix G.
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I am hoping that by accompanying me on this brief narrative journey, the reader will 

gain an insight into my subjective and professional perspectives, and retain some vestiges of 

these throughout the succeeding analysis and argument.

Pre-Post Secondary Actor Training

My interest in acting began in elementary school and continued throughout my 

pubUc schooling. During this period, I participated as an actor in numerous plays. 

Although my interest in acting was strong, I never considered it an option for a future 

livelihood. It remained a fun pastime and a means to become actively involved in the school 

community.

By the time I entered high school I had settled into a way of presenting myself on 

stage that was apparently acceptable to our local audiences; which admittedly consisted of 

family members and friends. Over the course of a half a dozen years, I had gradually 

developed control over a technique akin to “mimicry” that allowed me to be identified by 

my secondary school acting instructor as “talented.”

This teacher had been a professional entertainer - both in theatre and music - and he 

regularly performed in productions with his students. His approach to actor training did not 

follow a structured procedure. Rather, he simply encouraged us through demonstration. 

Acting opposite this teacher, and trying to learn by example, was the means by which I tried 

to bring a scripted character to hfe. We participated in very few preparatory exercises. My 

teacher’s approach involved launching immediately into working with scripts. The process 

was one of trial and error, based upon watching and imitating, and was coloured by his 

boundless energy, patience, and great concern that everyone have fun. He required us to do 

nothing that he himself was not prepared to try first through demonstration. If it was not 

clear or fun for him, it went no farther than the demonstration.

My teacher exhibited a concern that we should gain awareness as to messages our 

appearances conveyed on stage. He took advantage of the (then) early technology of video
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recording. We were encouraged to observe ourselves in normal classroom activities and on 

stage. He would discuss with us, our quality of movement in an effort to determine why we 

moved as we did, and what impression we conveyed through this movement.

As to the quality of our work, we consistently competed successfully on a provincial 

level, winning many honours. Although acting was not in my plans for a future career, it 

was the only subject for which I received an award upon graduation.

An Encounter With “Abnormal” Communication Dynamics 

In an effort to contribute financially to my future post secondary studies, I spent my 

first two summers working as an institutional attendant in a psychiatric institution. At the 

time, this position required no special training and involved taking patients for walks and 

outings, cleaning up messes, serving meals, and generally taking care of all those duties that 

did not involve specific therapies or medication distribution. Finding this environment 

initially disturbing, I gradually became more comfortable with individuals whose sense of 

reality differed greatly from that generally acknowledged by society. I mention this episode 

as it placed me in a situation where I was able to appreciate the difference between 

“abnormal” and “normal” quahties of human communication. A proper reading of 

nonverbal signals became necessary in trying to meet patients’ needs and hopefully 

preventing non-desirable reactions. In some instances the proper and consistent readings of 

signals led to friendships, as this appreciation of the perception of patients’ realities grew.

First Encounter with Post Secondary Actor Training 

The undergraduate university science program into which I entered following high 

school, allowed time for an arts elective. This permitted me a relatively non-demanding 

pursuance of my interest in acting. As an elective for non-theatre majors, this course did not 

claim to prepare the student for a career in acting. It provided us with a pleasant diversion 

from more serious studies. The exercises used were improvisational in nature and did not
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incorporate scripted text. We were encouraged to be as open with our own emotional 

expression as we could be, while entering into scenarios of varying situations. We also 

engaged in exercises in which we were asked to reflect back as accurately as possible the 

characteristics of our fellow students.

Our instructor was very good-natured, and believed strongly in the development of 

the student’s self-confidence. He also participated enthusiastically at times in the exercises. 

He limited his own feedback, as well as that among the students, to positive reactions. We 

were encouraged to comment on what we liked, rather than what we disliked. I cannot 

remember any instance of a student being told they were inadequate. I initially felt hesitant 

to participate in the emotional expression required by the exercises. However, the caring 

nature of the instructor soon began to lessen my resistance and I found myself gradually 

using more personal expression of emotion.

Having no immediate aspirations towards a career in the theatre, I found the small 

size and personal nature of this course a welcome break from the large, impersonal nature of 

my science courses. This acting class became a place where I could find emotional support; 

and the conscientiousness of the instructor preserved the safety of the environment. For 

someone living away from home for the first time, it helped fill the gap created from leaving 

family.

Mid way through the year, my circumstances changed at the university. Remaining 

virtually invisible to instructors, who lectured to hundreds of students at a time, began to 

take its toU on me. The rural and small town environments in which I had grown up had not 

prepared me for this type of isolation. I withdrew from the program, and solely attended the 

acting class. My focus now was strictly directed towards acting. Already considered a keen 

participant in the class by my instructor, I began to excel in the exercises. When the term 

ended, my instructor’s encouragement prompted me to switch majors and seek serious 

formal actor training.
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Second Encounter With Post Secondary Actor Training 

A national audition resulted in my being chosen as one of eighteen, out of some five 

hundred young hopefuls, to attend a prestigious Canadian actor-training program. Having 

had very limited formal training, I approached my audition as I had approached all the roles 

I had played in high school. I simply pretended to be somebody else through physical and 

vocal imitation.

From the start I felt out of place, as I encountered fellow students whose 

background in, and passion for, the world of theatre was all-consuming. I found myself 

becoming reclusive. I participated in the exercises but seldom participated in class 

discussions for fear of exposing my ignorance. I did, however, launch into the exercises 

with enthusiasm, as they were similar to those I had experienced in my drama elective the 

previous year. But now the demand for personal disclosure and expression of emotions 

intensified. The training centered on what was considered fairly traditional at the time. It 

was a mixture of exercises taken from methods that are generally referred to as being 

“inner” in nature. This meant that they encouraged the use of personal associations with 

regard to emotional expression. In order to encourage this emotional engagement, our 

preparatory exercises were improvisational in nature. It was believed that by getting us in 

touch with our own emotional lives we would then be able to transfer this gained awareness 

onto the character in the script. My instructor considered my work with these exercises 

successful, and I was given permission to proceed to the second year

During the second year more emphasis was placed upon actually performing with 

scripted text. It was during this year that I began to experience confusion. As I entered into 

scripted performance situations, and tried to incorporate the preparatory exercises, my 

instructors found my work unsatisfactory. This was in sharp contrast to the success I had 

experienced as an actor in high school, and to the success I had had in carrying out the 

preparatory exercises that did not use script.
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While performing with memorized script in class projects, I was also experiencing 

an unpleasant physical side effect. Soon into the performance my hands would go 

completely numb and 1 would be very aware of them hanging by my sides, like lead weights, 

while I delivered my hnes.

It was pointed out that I was consistently failing to make the necessary connections 

between the training exercises and actual performance. I had demonstrated a natural 

spontaneity and believable expression of personal emotion in the preparatory acting 

exercises, but my performances with scripted dialogue were said to be “non-behevable.”

I was, for some reason, unable to endow the character I was playing with 

‘truthfulness.” I was failing to transfer my own personal spontaneous emotional 

expression into the character’s reality. It was certainly not through lack of trying. I tried 

with all my might to imaginatively implant all the personally associated situations - that had 

led to the successful emotional expression in the preparatory exercises - into the scripted 

character’s world. 1 felt frustrated in my failure to understand why 1 could not achieve the 

desired results. The only answer my instructors could offer me was that I “did not have 

what it took.” I was asked to withdraw from the program following my second year.

This was a hard judgment to hear. 1 had failed at my first choice of profession and 

now I had failed at my second. It was not however without a certain sense of rehef. I had 

never felt as though I had fit in. I could now abandon the pretense. I left the institution with 

mixed feelings, and looked for another post secondary facility that would accept a transfer 

of my course credits.

Throughout the two years of actor training in this program, not once did my acting 

instructors participate in the exercises they prescribed. Their criticism for scripted 

performance consisted of statements referring to the level of “behevabüity,” or “size,” or 

“rhythm” of the portrayal. It was either “convincing” or “not convincing”; and if it was 

not “convincing,” it was either “too big” or “too small”; “too fast” or “too slow.”



29
A Switch to Director Training with Extra Curricular Acting 

Having accepted this judgment on my potential as an actor, but feeling reluctant to 

leave a discipline that had given me so much joy in my earher years, I enrolled in a second 

institution as a directing/design student. As a favour to my directing instructor, I accepted a 

secondary acting role in a play he was directing. Free of the pressure to invest myself 

personally into the role, and fearing a return of my recent frustration, I approached the role 

as I had approached roles in high school. I reasoned that if I had once before managed to 

fool others as to my level of talent, I might be able to do so again. There was also much less 

at stake; and if my failure to use a prescribed method was somehow exposed, it did not 

really matter, as I was no longer aspiring towards a career as an actor.

While on stage, I entered into a process of simple physical and vocal mimicry, based 

upon what I considered a “stereotype” of the character I was playing. I made no conscious 

attempt to associate my own personal experience with that of the character. Fortunately, this 

portrayal met with approval. I also was also freed up from the problem of numbed hands.

Other faculty directors offered me other roles, leading to further interruptions in my 

first year of director and designer training. I was left with the impression that I had the 

capacity to “fake” an acting abiUty, as I had made no attempt to follow the method 

prescribed to bring about proficiency in acting. By the term’s end, buoyed up with a 

renewed sense of confidence, I decided to audition once more for another recognized acting 

institution, with the hope that 1 might now be ready to learn how to incorporate a prescribed 

approach and improve upon my ability as an actor.

Third Encounter With Post Secondarv Actor Training 

For my audition to this school I thought it best to again fall back on the “imitation” 

approach, which I had lately been using with apparent success. I fuUy intended to apply 

myself to the task of learning proper technique when, and if, I gained entry.
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I was accepted and soon became re-acquainted with the same type of exercises I had 

encountered in the institution from which I had been ejected. Again, exercises designed to 

enhance spontaneity and expression of personal emotion formed the basis of my training. 

To my renewed frustration, I soon began to experience similar problems. My initial 

attempts at scripted character portrayal fell under similar criticism. And again, success in 

the preparatory exercises did not guarantee success in performance. Hoping to pre-empt a 

repetition of the outcome of the previous acting program, I chose once more to resort to my 

“imitation” approach in performance.

Abandoning any attempt to associate my own personal experience with the character, 

I decided to imitate the “stereotypes” I had seen in film and on television of that kind of 

character. Adopting facial expressions and body postures, and assuming a predictable vocal 

pattern, I delivered what I feared might be judged a very superficial portrayal of character.

On the contrary, the instructor congratulated me upon the engaging quality of a behevable 

performance. I was not sure how, but again I had succeeded under what I felt were false 

pretenses. Perhaps I had just been lucky. I continued to apply myself to classroom 

exercises while reserving this alternate approach to my performances.

Early in the second year, the departure of the main acting instructor led to a shift in 

the focus of our acting classes.

As part of our training, the instimtion had also provided training in mime by an 

instructor named of Jean Paul Destrubé. Rather than hiring a new acting instructor, the 

school slotted this teacher into the role of acting teacher. Jean Paul’s background was not 

one of formal training. He was a self-taught actor who had branched out into mime. He 

informed us that he had approached both disciplines from a similar perspective: that of 

observing the actual dynamics that occurred in individuals during their everyday activities 

and interaction. Jean Paul had identified patterns in the relationship between an individual’s 

verbal and nonverbal expression. These patterns provided the criteria for our actor training 

exercises. Although he was of a European background, he assured us that the patterns in



31
question were not exclusive to a specific cultural identity, but were universal in nature and 

could be coloured to characterize regionalism, as weU as personality. In my previous acting 

classes, the scripted text was to have provided the vehicle through which all my preparatory 

work on emotional expression and spontaneity was to be channeled. Now the script content 

was simply used as a point of departure in determining the quality of the verbal/nonverbal 

relationship dynamics that a particular character would display in a particular situation. Jean 

Paul made extensive use of demonstration in class to convey the effect that resulted from the 

reproduction of these patterns.

His performances, while being consciously manipulated second by second, were 

consistently believable and emotionally engaging. Jean Paul’s prescribed exercises 

involved very dehberate manipulations of movement patterns in relationship to vocal 

delivery. Through this process he was able to ensure that he had consciously demonstrated 

the appropriate verbal/physical relationship pattern to each specific scripted phrase’s 

intention (sometimes requiring word by word alteration in this relationship). He 

demonstrated quite effectively how the representation of a scripted character’s emotion and 

intention could be made “realistically” believable with an accurate physical (including 

facial) and vocal reproduction of specific dynamics. Jean Paul also taught that such an 

appUcation would help to create an authentic emotional reaction in the actor, which remained 

independent of any conscious personal association with the character, the character’s 

situation, or the character’s emotional state. But this, he stressed, was simply a side benefit 

that might occur. If it did not, it was of no concern, as the portrayal would be equally 

engaging to watch. His demonstrations effectively supported this claim.

Unfortunately, about half of the dozen students in the class refused to make the 

necessary commitment to the disciplined practice of these exercises. This new approach did 

not acknowledge any of the theory behind their previous training, and they claimed they 

were not getting the training they had paid for. They continued to attend specific production 

rehearsals but boycotted acting classes.



32
For myself, the continued practice of these exercises (designed to reproduce 

communication dynamics while delivering memorized script) led to my increased capacity to 

rapidly shift focus back and forth between speech and physicality; until the awareness of 

this shifting became more of a “sensing” than a conscious monitoring. By diligently 

adhering to very specific instructions, I began to experience a consistency of success in my 

performances, receiving positive feedback from my instructor, fellow students, and public 

audiences. Any emotional expression, or degree of spontaneity, was represented by the 

conscious reproduction of the dynamics that would normally be identified with those 

elements in a situation consistent with that described in the script.

As the focus of our training for acting with scripted text no longer revolved around 

the enhancement of real spontaneity and personal expression of emotion, exercises of an 

improvisational nature were not considered necessary; and were even discouraged by our 

instructor.

We did however spend considerable time on improvisation in other classes. We 

received training in two genres of theatre that did not use scripted dialogue; commedia dell’ 

arte and improvised theatre games. Contrary to my previous experience in using 

improvisation -as a tool to enhance personal emotions, for later incorporation into scripted 

text - these instructors focused upon the development of improvisational skills as an end 

unto themselves. Both theatrical forms used guidelines that were taught through exercises 

mirroring the structure of the final improvised performance. Commedia dell’ arte required 

us to follow a specific scenario with predetermined circumstances; while the rules for theatre 

games specified conditions to further the progress of an open-ended improvisation; with no 

requirement of making personal emotional associations. I had no particular desire to 

become an improvisational actor, and yet I excelled in both forms, in classroom exercises 

and in performance.

I finished the program with a strong sense of accomplishment. I prepared to enter 

the professional world of theatre.
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Training in Puppetry

Throughout the five-year period up to this point, I had, during the summer months, 

been involved in a process of training and performing as a puppeteer with a professional 

puppet troupe under the direction of its founder, Roy Small. As with acting, the successful 

application of this skiU led to a presentation that was sufficiently behevable as to be 

emotionally engaging. My progress led to my becoming a permanent member of the 

troupe.

The training for this discipline was intensive and Roy’s approach had much in 

common with the acting approach as taught by Jean Paul Destrubé. We began by 

observing and becoming famiUar with various human movement patterns. We then learned 

to recreate these patterns through the movements of our puppets. Because the puppet’s 

facial expressions were fixed, and because the mouths were often immobile, the dialogue 

was accentuated through the physicahty of the puppet in relation to the speech. Emotional 

content and levels of spontaneity were reflected through specific movements. Roy never 

suggested that I, the puppeteer, would need to feel the emotions my puppet was displaying. 

But he insisted that it was imperative that the puppet looked as if it was emotionally 

engaged.

It seemed to me that I was becoming as far removed from any “inner” approach to 

character portrayal as possible. Not only was 1 required to deliberately assume movements 

and voices; I was doing it through a medium that was separate from my own being. Yet the 

potential for emotional conveyance, as I witnessed in the audience, was evident.

Roy’s puppetry training also enhanced my developing abihty to rapidly shift focus. 

Through training and performing as a puppeteer 1 was learning to gain an almost 

simultaneous awareness as to how various parts of my body were functioning at any given 

time. I became used to an on-going process of taking inventory of what was happening to 

me physically. At times 1 was required to work rod/mouth puppets involving one arm and 

hand working the head and mouth of the puppet, while the other hand would be
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manipulating the puppet’s arms and hands. At other times I was required to work two hand 

puppets at the same time, with the fingers of my one hand moving the hands and head of 

one puppet, while the fingers of my other hand were doing the same with the other puppet. 

In the case of working two puppets at once, I was required to shift my focus back and forth 

from puppet to puppet, phrase hy phrase, so that the reaction of the listening puppet was 

appropriate to the phrase being spoken by the other puppet.

My work with Roy in this company led to extensive touring and participation in 

international festivals.

A New Perspective For Watching Acting 

As a result of my training under Jean Paul Destrubé and Roy Small, I found myself 

watching theatre performances from a new perspective. I began to be troubled by 

wimessing frequent instances of movement patterns that contradicted what my recent 

instructors had described as natural patterns. I had no doubts concerning my instructors’ 

observations, as I could easily verify them by watching physical movement patterns 

demonstrated by those around me in everyday hfe. This inappropriateness of representing 

communication patterns was often manifested in both the speaker and the hstener.

I found it confusing that many professional actors, who had been trained in top- 

ranked acting programs, did not manifest a natural movement pattern while dehvering text 

indicative of everyday action and interaction. Why was it that both the actor, and the 

director, seemed unaware as to what looked natural and what did not? Did this mean that 

the general approach to actor training only worked for certain gifted individuals, or perhaps 

only for certain roles? I had seen some of these actors perform quite behevably, at other 

times, in different plays. But then, even in the context of the same role, consistency would 

come and go for many actors.

One incidence of participation as an audience member further increased my growing 

suspicions that perhaps some prescribed methods of training were not leading to skill
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control. I attended a professional performance that was promoted as being partly 

improvised, and partly scripted. The troupe was nationally renowned for its improvisational 

work. Some members also worked periodically with established professional, script- 

oriented theatre companies. It became quickly apparent as to which segments were 

improvised and which were scripted. For extended periods the actors’ verbal/nonverbal 

relationships were in perfect synchronization to “realistic” patterns. During other 

segments of the play, the hands and arms of the actors would hang limp by the sides, or fall 

into patterns that otherwise contradicted the circumstances implied by the script.

Although my confidence in prescribed “legitimate” approaches to training was 

waning -  and although I felt relatively confident in my ability to maintain a quality of 

consistency using the approach as taught me by Jean Paul - 1 began to experience some 

hesitation. What might happen if I did not master a prescribed approach? Would I be 

prevented from ever achieving the ultimate acting experience? Perhaps I did not possess 

sufficient gifts to enable me to ever reach this quality of experience. I feared that if I tried to 

participate in the professional world using this “outer” approach, I might be “found out”; 

it might become known that I could not make a personal investment in the role. I was 

reluctant to return to the initial prescribed approach for fear that I would fail as completely 

as before; and was equally hesitant to try to employ the more physical approach of my 

actor/mime instructor, in a professional acting context.

Initial Attempts to Enter the Professional World 

Filled with doubt, I began an extensive period of reading acting texts, and 

participating in workshops, in an effort to grasp what had eluded me in my previous 

attempts to implement an “inner,” personal approach to acting.

I was beginning to believe that by not understanding the process through which the 

exercises were directly applied to the performance situation, I had been depriving myself of 

the full experience of acting. I was determined to identify and eliminate the obstacles that
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had prevented me from incorporating a method of training that seemed universally 

recognized as the most effective path to behevable acting. This, I reasoned, would lead me 

to a more profound relationship to my art.

I tentatively began another attempt to enter the world of professional theatre. As I 

prepared audition pieces, I made a concerted attempt to limit my approach to the “inner” 

method that I associated with the professional world. I worked hard at trying to estabhsh 

personal emotional connections to the monologues I had chosen. I went over spontaneity 

exercises in the hopes that when I dehvered my pieces they would look hke they were 

happening for the first time. Not only did I not get cast but I received on the spot, negative 

feedback concerning my audition performances; and with regard to my future potential as 

an actor. I decided that indeed I had not been bom with the necessary gifts to become an 

actor.

It was during this period of discouragement that I was approached by Jean Paul to 

form a smaU acting troupe with himself and one of his other students, with the purpose of 

touring festivals and schools. The shows we developed used acting and puppetry. Under 

his direct influence again, my desire to engage in an “inner” approach subsided and, 

inspired by his energy and vahdation, I launched into this project with confidence and 

enthusiasm. Once more, my work received a positive audience reaction.

I left the troupe half a year later, feeling confident to continue work as a solo 

performer. But, because our performances had succeeded through a combination of 

mediums, I began to question how much of my success had depended upon acting, and how 

much upon my ability in puppetry.

Away from the support of Jean Paul, the memory of my previous failure to gain 

acceptance into the professional world stalled any further attempts at gaining entry into it.
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Immersion into Puppetry

Since I had already developed marketable skills as a puppeteer, 1 made a decision to 

pursue a career in that discipline. Having seen a number of adult oriented puppet shows at 

festivals, 1 began my independent puppetry career by developing, with the help of a former 

acting student colleague, a one-person puppet presentation, 1 performed this show on the 

streets in Canada and, subsequently, in Europe. On our return to Canada, we began 

developing new shows that combined acting, clowning, and puppetry.

In these shows, any acting 1 did relied upon techniques that 1 had learned from Jean 

Paul Destrubé and Roy Small.

1 did not consider the acting components of the shows to be “legitimate” acting, but 

rather puppetry techniques, applied to my own body. I had become convinced this was the 

area in which my talent lay, and even though my desire to be an actor was stül strong, 1 had 

become resigned to accepting my Umitations.

After a couple of years of Canadian touring, 1 again felt inspired to develop a new 

one-man puppet/clown show for presentation in Europe. This project allowed me to 

perform overseas at festivals as well as in schools. It also led to a period of work with a 

European puppetry troupe, where 1 was able to expand my technique. My colleague later 

joined me in Europe and we began touring a two-person puppet/clown show.

It was also during this period that 1 saw numerous other adult-oriented puppet 

productions, and gained an increased awareness with regard to audience reaction to 

puppetry. Audiences consistently allowed themselves to react with open emotions to the 

shows they were watching. Many productions dealt with themes that were very poignant in 

nature. Weeping could be heard and audience members could be seen wiping their eyes. 

This observation strengthened my resolve to continue on this artistic path. It was clear that 

puppetry was a medium with the potential to elicit a sincere, strong emotional reaction from 

a mature and discerning audience. Even though the medium was “non-realistic” in nature, 

the performances were emotionally behevable. Puppetry could clearly accomphsh the same
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goals as acting. This realization made it easier to decide that puppetry should be my chosen 

career, and it lessened my feeling of inadequacy over the failure to grasp the intricacies of 

traditional acting technique. I felt confident that with my understanding of the progression 

of logic behind the teachings of Roy Small and Jean Paul Destrubé, I would be able to 

improve my technique through on-going application of these techniques to both my puppets 

and myself.

Returning again to Canada, I continued to tour solo for young audiences. I also 

began to seriously consider the option of founding, with my colleague, an ensemble troupe, 

using, as a blueprint, our European experiences.

Part of our strategy included my returning to a post secondary learning environment 

to earn a graduate degree in directing; reasoning that this credential would help in our 

efforts to secure financial support. I had been relatively successful in my previous 

undergraduate studies in directing, and since it had been made clear that directors need not 

demonstrate a skill for acting, I did not think that my inabihty to master legitimate actor 

training techniques would impede my progress.

My search for employment to help finance my studies resulted in a four-month stint 

with a summer “vaudevilhan” troupe directed toward tourist audiences. The short skits we 

developed required a style of performance that was a comically exaggerated attempt at 

melodrama. This type of performance did not call for a serious “inner” preparation period. 

I found the broad acting style suited an approach that could be easily accommodated by 

manipulating myself in a manner akin to manipulating a puppet. I also was hired to perform 

matinee puppets shows for younger audiences. My renewed contact with the medium of 

puppetry continued to strengthen my commitment to this art form.
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Brief Return to Post Secondary Actor Training.

Before applying to graduate school, I was required to complete my undergraduate 

acting degree. Due to my years of professional work in performance, I was granted 

permission to enter the final and fourth year of a university actor-training program.

I now found myself once more under the influence of a teacher who adhered 

vigorously to the accepted actor training method of using personal emotions and experience 

in the creation and portrayal of characters through scripted text. However, this new 

instructor also incorporated an approach that was very physically oriented. Knowing that 

my only successes had depended upon a physical manipulation, I hoped that this 

combination of approaches might help me grasp the secret to successfully incorporating the 

“inner” approach. I threw myself into the exercises with enthusiasm. And, once more, my 

commitment to the process allowed me to excel in these preparatory exercises. The physical 

preparatory exercises included aerobics and stretching. It was reasoned that this increase to 

our physical flexibility and stamina would translate into emotional flexibihty and stamina, as 

physical limitations were seen to be representative of emotional and psychological blocks. 

Breaking down barriers would make it easier to transfer our own emotional lives into those 

of the characters. Although I had read of similar approaches to actor training, I had yet to 

personally experience them, and I was excited to be part of this relatively new addition to 

accepted training methods.

Throughout the year we worked on the play that was to be our class production. 

Although we did not adhere to the actual script in our preparatory exercise work, we tried to 

maintain an awareness of incidents and characters from the play. When sections of script 

were incorporated into our training, we accompanied them with improvised movement 

sequences that had no “realistic” relation to the circumstances in the play, but were meant 

to represent the psychological underpinnings of the characters. If we were focusing on a 

scene that was dark and ominous in nature, we would try to endow that particular exercise 

with abstract movements that captured those qualities.



40
During the rehearsal period leading up to the presentation, I began to feel very 

confident about my work. In order to portray my character, I followed the prescribed 

methods of transferring my own experience into that of the character. I also attempted to 

layer the character’s experiences onto my own personal Hfe. I had heard of famous actors 

doing this, and in my effort to do everything I could to make this process of “inner” 

connection work for me, I decided to do the same.

Apart from spending considerable time before each rehearsal calHng up personal 

past incidents to the point of actuaUy feeling the emotions associated with these memories, I 

also consciously tried to fabricate memories for the character I was portraying. I even took 

up smoking so that I would be able to represent the character as truthfuUy as possible. I 

was excited by the expectation that this time I might be able to prove to myself, and to the 

audience, that I had found the means to make my performance as profoimd as possible. 

Knowing that Jean Paul Destrubé was visiting the area, I invited him to the performance. I 

was anticipating his congratulations and support in my newly acquired depth of 

performance. As my preparation period had involved a physical element, I reasoned that I 

was not betraying his approach, but rather augmenting it.

I felt that my performance proceeded with intensity, and I did everything I could to 

convince myself that I believed in my personal involvement with my stage character’s Hfe. I 

remember paying very close attention to the memories that 1 was using for my emotional 

triggering. FoUowing the performance, Jean Paul did not remain to offer any feedback. 

Because my current teacher expressed much enthusiasm for my work, I decided that my 

former teacher must have had a pressing engagement.

Jean Paul teacher soon contacted me to tell me that he had not Hngered after the 

show because he had not known how to teU me how disappointed he had been in my acting. 

He pointed out observations of my movement patterns that completely contradicted my 

spoken words. He wondered why I had lost the skiUs that I had previously demonstrated. I 

personaUy had no specific memory as to how 1 had moved while performing, as my
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concentration was absorbed in my efforts to connect with the character. Although my 

current instructor had congratulated me upon my portrayal, I found it hard to discredit Jean 

Paul’s detailed assessment. He supported his judgment of my performance with specific 

observations. My current acting instructor did not give me specifics as to why my 

performance was successful; he simply described it as being good.

Wanting very much to beheve that I had begun to find the key to acting from a 

personal perspective - a perspective that would lead me to the ultimate acting experience - 1 

did not want to let go of my current teacher’s evaluation. 1 found myself undecided as to 

whose judgment 1 should accept. I did however entertain the possibility that perhaps 1 had 

once more managed to successfully execute aU my preparatory exercises, and yet I had 

somehow failed to connect this preparatory work to a successful final product.

Graduate Studies in Directing with Extracurricular Acting 

Having completed my undergraduate requirements, I entered the graduate directing 

program. Directing six plays in two years, I had an opportunity to work with many young 

actors. As they were all involved in actor-training courses, I did not overly concern myself 

with their levels of acting skill. As well, I did not feel confident in my own abUity to guide 

anyone through a process that I myself was so unsure of. It was generally accepted that the 

director should not, if at all possible, resort to showing the actor how he or she should 

perform an action or dehver a hne. 1 adhered to this pohcy.

My preparatory work with the actors consisted of engaging in intellectual 

discussions about characters’ emotions and intentions. These discussions, combined with 

my own conceptual approach to each play, were what I used to make decisions concerning 

moving actors about the stage. The actors’ abilities to act were not considered my 

responsibihty, and therefore evaluations of my work as a director were not influenced by 

any individual’s level of skill development. If 1 was lucky enough to cast a highly skilled 

actor, then of course my production would look better; but as there were always two or more
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productions in preparation at any given time, I was not faulted for having to cast actors who 

had not received adequate training.

Developing a One-Man Acting Show

As this program drew to a close, I began to develop a one-actor show, consisting of 

a short comic monologue followed by a lengthy serious piece adapted from a short story. 

This would be the first time I had not incorporated other mediums into a solo piece. I 

would depend exclusively upon my skills as an actor. It was time to resolve the confusion 

that had resulted from the conflicting assessments of my previous acting presentation. The 

only way to do this was test the final result in front of an audience. I was also interested in 

determining how my growing directorial sensibilities might influence this project. I tried to 

incorporate an “inner” approach during the preparatory period, while using my training in 

the “outer” method as a way of monitoring the appropriateness of my presentation as it 

developed.

My directorial work in the university was positively judged and I graduated. Shortly 

thereafter, I completed preparations on the one-man show and booked it into a festival tour. 

Up until my first performance I had prefaced my rehearsals with an “inner” approach. I 

would isolate myself from between fifteen to thirty minutes before performing, during 

which time I would focus upon personal emotional associations and make efforts to 

consciously think the way the character might think. I would also engage in a vigorous 

physical warm up, hoping to ehminate any physical barriers to transferring my own 

emotional life into that of the character.

Immediately prior to my first festival performance, due to the minimal turn over time 

between productions, I learned I did not have the luxury to engage in any of this pre-show 

preparatory work. I launched into the show, hoping that my previous preparatory work had 

paid off. This initial performance met with a positive reception. I concluded that my initial 

work had dehvered results. During the seven-show run, the broad humour of the first
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segment of my performance gradually translated itself into a much broader acting style, and 

I found myself beginning to manipulate myself like a puppet once more. It seemed to be an 

approach that fit the style.

Although I had no intention of letting this approach work its way into the second 

piece, it began to exert its influence on that performance as well. I found that I was, with 

increasing deliberation, consciously manipulating my physical and verbal expression for 

this character as the run progressed. As audience reaction remained equally positive, I 

began to think this an exceptional situation where I might depend upon a less personal 

approach to acting. I spent more time enjoying the festival and less time concerning myself 

with preparing for the show.

The next two stops on the festival tour drew me further away from a prescribed 

“inner” approach, until eventually I was making no effort to project myself personally into 

the characters. Ironically, the less I tried to associate personally with the character, and the 

less preparatory “inner” work I did, and the more consciously I manipulated my 

performance while on stage, the more I felt genuinely emotionally engaged with the situation 

of the story. But I was not about to conclude though that the years of participation in 

“inner” preparatory exercises had not contributed to this result. These exercises had, after 

aU, opened me up to taking a look at my own “inner” experience, and I could not deny that 

being better acquainted with my own emotional and psychological hfe had had an 

influencing effect upon my ability to gain a better intellectual grasp of the character.

I found myself hanging onto a belief in both approaches. I could reason that I had 

not succeeded in using a strictly “inner” approach. But my exposure to the “outer” 

approach occurred after I had gone through years of “inner” exercises and I had no way of 

knowing if I could have achieved the same degree of success without having had this 

experience. Although what I was doing seemed to work for me, I still felt confused as to 

why. I still needed to find some answers.
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The tour concluded, leaving me buoyed up with the thought that, even though I had 

not consistently engaged in a legitimate acting process, my success from start to finish, 

indicated that I had the potential to pass myself off as an actor. My confidence, though, was 

not sufficient to nudge me into another round of professional auditions. I still feared that 

somehow, without a fuU grasp of how a traditional “inner” approach could, on its own, lead 

to a deeper level of acting, I would somehow not have earned the right to participate in an 

environment where I would be associating with individuals who had grasped the secret.

But I did believe that I could succeed within the context of my own projects, and 

knew with confidence that I could pass myself off as an actor under these conditions.

The Start of a Permanent Puppet/Acting Troupe

Armed with an accumulation of experience and credentials, I joined forces with my 

former colleague and a few other artists, to begin our own resident troupe. Although our 

backgrounds were rooted in theatre, we chose to place an initial focus upon the medium of 

puppetry, as that was where our professional credits lay.

Funding was quick to come and we embarked upon establishing a permanent fifty- 

seat puppet theatre. Due to our ulterior motive of satisfying our urge to do live acting, we 

developed shows that did not exclusively use puppets; and were not exclusively geared 

towards children. These shows eombined numerous forms of puppetry, but always in 

conjunction with live acting.

Working once more with the combination of acting and puppetry, I quite naturally 

relied upon the approach I had taken before in this situation. I did not consider the nature 

of our work conducive to entering into a serious “inner” approach to the acting component, 

and therefore, as before, I found little to distinguish my approach to the manipulation of my 

own body and voice from that of the puppet. When performing either as a puppeteer, or as 

a human character, my concentration focused upon developing the abihty to monitor and
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manipulate my own movements, while participating in the action and delivering scripted text. 

I was making no attempt at personal transference of emotion or spontaneity.

Although we were critically successful, the more mature audiences remained 

reluctant to venture forth to witness an art form that was considered locally as entertainment 

for toddlers. After three years of playing to audiences more inclined to relax in strollers 

than on the theatre seats, my associates and I prepared to cease operations.

Entering into a Psychotherapeutic Process 

At this time, my life took a turn that was to afford me a different perspective on the 

“inner” approach to acting. In a move to help come to terms with the confusion I had been 

experiencing, I entered into a psychotherapeutic process. This was comprised of both 

individual and group therapy sessions. My involvement in this process remained on going 

for several years as I maintained my artistic pursuits.

What this therapy gave me was an understanding that my so-called “failings” did 

not stem from something inherently wrong in myself. This awareness set the groimd-work 

for a gradual increase in my self-esteem.

Developing a Second One-Man Show 

The success of this therapy gave me the confidence to once more challenge myself 

and - taking my cue from solo puppeteers whose work had inspired me - 1 began 

developing a one-man show that would be suitable for festival and secondary school 

audiences. As the idea for this show developed, my focus shifted toward making more use 

of my own body in performance; with elements of puppetry used to support this focus. In a 

further effort to digress from conventional puppetry, I decided that I would make use of 

“found” objects not generally associated with this medium. They would come to life 

through the nature of their manipulation. When not being moved, they would have no 

intrinsic qualities that would divert the audience’s focus from my own bodily manipulation.
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This show was very successful and enjoyed over a decade of presentation in a 

number of countries. Although the critical and audience reaction focused upon my skill as 

an actor, I initially still considered myself a puppeteer. The techniques I used were not 

those associated with acting. Although Jean Paul Destmbé had delivered his instruction 

under the auspices that he was teaching us how to act, I now was inclined to categorize his 

approach as more mime oriented. As such, I felt it had more in common with puppetry than 

with acting, as neither of these disciplines, in my experience, encouraged an attempt to 

consciously transfer personal emotional experience into the performance.

Live Acting and Insights into Therapeutic Conditions

The success of my one-man show gave me the means to maintain the lease on our 

small theatre venue. Without my former colleagues I established a troupe of young actors, 

and switched the focus of the company towards hve acting. However, I also managed to 

frequently incorporate elements of puppetry and mask into productions. Although I could 

stiU not, in good conscience, consider myself a “legitimate” actor (having failed to fully 

understand the “inner” process) I was able to provide funding agencies with enough 

evidence to convince them that I had reached a certain level of proficiency in the discipline; 

and activities continued over a number of years. The company remained “semi- 

professional” as young actors joined the company directly out of training, and remained 

until they secured other employment.

Meanwhile my involvement in the psychotherapeutic process continued. Early in 

this process it had become obvious to me that many of the exercises prescribed were either 

identical to (or had much in common with) the exercises I had encountered in my actor- 

training classes. Aside from appreciating the personal growth aspect of these methods, I 

started to view my therapeutic experiences as a potential opportunity to gain insight into the 

application of the “inner” approach to acting.
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Through this comparison, I began to take note of differences between the 

psychotherapeutic environment and my previous actor-training situations. I noticed some 

conditions in therapy that had not been present in my actor training classes. I began to 

reason that had these conditions been present, I might have had more success in 

incorporating the exercises into my acting. For instance, the therapeutie faeüitators guiding 

my proeess were limiting their feedback to on-going validation for every personal disclosure 

and expression of personal emotion. In the group therapy situation, it was made very clear 

that all partieipants were there to take equal ehances in expressing personal emotions, and all 

participants were required to validate those who had engaged in exercises that promoted 

personal disclosure or expression of emotion. Verbal contracts of confidentiality were also 

agreed upon and any who were not willing to adhere to the guidelines were required to leave 

the therapy group. What resulted was the feeling of a safe environment.

1 understood how personal insights and the eapaeity to express personal emotions 

would be limited without this assurance of security. Although 1 had felt a similar safety in 

my aeting elective during my first year of post-secondary studies, my other acting 

instructors, promoting an “inner” approach, had made no attempts to set such boundaries 

or ground-rules.

Establishing Therapeutic Guidelines

After a couple of years’ partieipation as a client in the psychotherapeutic process, 1 

entered into an intensive training program in psychotherapeutic counseling. In conjunetion 

with learning skills to guide others, this program required aU participants to engage in on

going psychotherapy.

1 completed my counselor training and entered into a period of supervised 

counseling at the centre where 1 had been trained. 1 also continued my own 

psyehotherapeutie process, again both in group and individual sessions.
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During this period, I continued my theatre activities with the company I had 

founded. Our ensemble nature of working encouraged group member contributions to the 

preparatory exercises, and the changing roster of young actors brought me into renewed 

contact with many of the actor-training exercises and approaches that had led to my 

previous confusion.

Many of the exercises we were using in the theatre were similar to those I had 

experienced, and was now facihtating, in the therapeutic situation. I decided to use my 

therapeutic experience to create a working/learning environment that would fiU m the gaps 

that I believed had prevented my learning how to incorporate the “inner” method. I would 

estabhsh the same conditions that were present in the therapeutic environment. These actors 

were already familiar with such exercises and it offered me some consolation to learn that a 

number of them had also felt frustrated in trying to transfer them into performance.

I tried to recreate a “safe” environment by having all actors sign contracts stating 

that they would agree to participate in the preparatory exercises based upon “inner” 

approaches; and that this participation would involve a commitment to on-going mutual 

vahdation, as well as confidentiahty with regard to any personal disclosures. By signing the 

contracts, they also agreed that any deviation from these commitments was justifiable 

grounds for their leaving the rehearsal and performance process. Those actors who did not 

feel comfortable participating could step out of any show that I was personally directing, 

and wait to work with another director in the troupe who would not require such conditions.

The Addition of the “Outer” Approach 

Ironically, my experiences as a therapeutic facihtator and group participant were 

contributing to a growing desire to incorporate the “outer” approach of Jean Paul Destrubé 

into the rehearsal process. The psychotherapeutic environment was allowing me the 

opportunity to watch closely the dynamics of verbal and nonverbal expression as they 

related to emotional expression and spontaneity. My goal as a facihtator was to encourage
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personal expression of emotion to help clients resolve trauma. As trauma lessened, verbal 

and physical expression was freed up, and I could not help noticing the quality of these 

changes.

I began to relate observations I had been making during my therapeutic experience 

(both as a facilitator and a group participant) to instances of incongruous verbal and 

nonverbal expression displayed by many actors I was seeing on stage, in our shows as weU 

as in outside professional and amateur productions. As a result, I began to build upon Jean 

Paul’s theories with regard to the relationship between emotional engagement, 

verbal/nonverbal expression patterns, and spontaneity.

This process of observation in a therapeutic environment reminded me of my earlier 

observations as an institutional attendant in the psychiatric hospital. I could begin to see 

logical explanations for the presence of certain inappropriate verbal/nonverbal relationship 

patterns exhibited by actors while delivering scripted text. 1 could begin to understand how 

the circumstance of the performance situation could lead one quite naturally, and 

unconsciously, into such a misrepresentation of behaviour. Understanding that this was an 

unconscious process, 1 reasoned that one way to safeguard against it would be to take the 

actors through the moment-by-moment process as taught by Jean Paul.

I reasoned that an actor, having gained the ability to manipulate, and consequently 

monitor (moment by moment) speech delivery could (with an intellectual understanding of 

communication patterns and how they related to specific circumstances) be able to detect an 

unconscious shpping into an inappropriate pattern and therefore be able to substitute the 

appropriate pattern.

The exercises 1 used to introduce these actors to an “outer” approach were based 

upon those of Jean Paul, but were expanded to be more representative of varying levels of 

spontaneity, and to reflect, more specifically, shifting emotional states. My counselor 

training had left me with a more specific knowledge of emotional expression than had my 

actor training, and I incorporated categories of emotion, and motivational qualities into
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theses exercises. Included also in these exercises was a strong focus upon the patterns 

exhibited by the listener, in a frequency comparable to that of the speaker.

In addition to the “inner” exploration work we were doing, I required everyone to 

participate in an “outer” warm up routine. The only negative result of this shift in direction 

was the odd complaint about the monotony of routine when practicing the “outer” 

approach exercises. I felt confident I could weather this complaint.

As we began to work with this two-method approach, I felt very encouraged by the 

results. Actors seemed to be making emotional connections with their characters, and the 

consistency of appropriate physical expression was much greater than that which I had 

become used to seeing in live theatre. Rehearsals settled into a combination of therapeutic- 

type sessions to stimulate personal emotional expression, and drill sequences designed to 

consciously reproduce naturally occurring physical patterns associated with speech.

Problems Arising From this Combination

It was not long, however, before disruptions began to occur. Actors began to 

approach me outside of rehearsal times asking advice on very personal issues. As the 

company was such a major part of most our hves, we quite naturally sociahzed together. 

Therefore there was ample opportunity to have personal contact outside rehearsal periods 

and performances.

Having encouraged and facilitated personal disclosure in rehearsal sessions, I 

believed I had a certain obligation to help actors with personal issues that had been touched 

upon in the context of our preparatory exercises. When approached outside the rehearsal 

situation, using my counselor training to guide me, I tried to give what I thought was 

appropriate attention. As issues began to involve assumptions about other individuals in 

rehearsals, I entered into the role of facilitator between the parties. I beheved that careful 

listening and honesty could resolve any problems. During such sessions it became obvious
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to me that these individuals were trying to influence me to take sides. And I began to sense 

resentment when I refused.

Eventually I began to hear, from outside sources, about personal issues that 

individuals in the company were having with regard to myself. I tried to use my counseling 

experience in an effort to approach these individuals. Soon allegations were being made 

about me in a very public manner. At this point I felt that matters were beyond my control. 

Knowing that there was no basis for these public accusations, I threatened legal action and 

they immediately ceased. Unfortunately, the reputation of both the company and myself 

had been tarnished. I immediately put a stop to any further work on a therapeutic “inner” 

approach to acting.

By this time the company was undergoing changes, due to decreased financial 

support. What had been, until now, a small “experimental” theatre, by necessity turned 

into a high profile annual summer theatre festival. The increased turnover of actors, and the 

pressure to quickly mount a production, forced the abandonment of any serious attempt to 

maintain a consistency of acting quality. Actors were left to their own resources while 

working with a roster of different directors. I continued to work individually with a few 

actors on “outer” technique, but mainly restricted my focus toward the development of my 

own craft.

An Exclusive Focus Upon the “Outer” Approach

I began developing more exercises that would help me to reproduce more accurately 

those physical patterns that I could identify in everyday human communication. I began to 

buüd upon previous observations and to theorize further about when and where certain 

patterns occurred in relation to different quaUties of emotional expression. I became 

committed to finding out all I could about the quality of relationship in verbal/nonverbal 

expression, as intensity of emotional expression and levels of spontaneity affected it.
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I noticed that the closer I came to approximating the verbal/nonverbal relationships 

involved in specific levels of spontaneity and emotional expression, the more I consistently 

experienced a genuine emotional reaction. This would often take me by surprise as the 

emotions had come with no conscious attempt on my part to manipulate myself emotionally 

through personal association. In my previous work with Jean Paul Destrubé I had 

experienced this phenomenon, but now I was becoming aware of a difference between this 

quality of emotional experience, and that which I had experienced in exercises relating to the 

“inner” approach. It reminded me of the difference between releasing emotion as a 

psychotherapy chent, and the emotional reaction I experienced as a counselor in the 

presence of a chent who was releasing suppressed emotions.

Without specific knowledge of the term, I began to use the word “empathy” to 

describe this emotional reaction, which did not stem directly from personally experience but 

rather from another individual in my presence. As a therapeutic facilitator, when I Ustened 

to a chent my focus was entirely on the chent. I was not reflecting consciously back upon 

my own experiences, but simply having a reaction to that chent’s emotional expression 

around his or her personal experience. Perhaps my reaction was due to having had an 

experience similar in nature to that of the client, but I made no effort to make this connection 

consciously.

I began to view my relationships to the characters I was portraying on stage in a 

similar manner. By recreating consciously the physical and vocal relationship patterns 

appropriate to the script, I was placing myself in the position of observer. And even though 

I was the one who was actually displaying the vocal and physical characteristics of that 

particular emotional expression, my focus was primarily one of observation, as I was 

engaged in a monitoring process to ensure the appropriateness of these characteristics. I 

was experiencing what I was then calling an “empathie” emotional reaction; making visible 

and audible the character’s emotional state through my own verbal and physical 

manipulations.
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Experience in Film Acting

While my focus was shifting with regard to my approach to acting, I was offered the 

opportunity to do some film and television acting. Here were clear differences, from stage 

acting, in what was required of me in terms of technique. The most obvious change was the 

almost total non-necessity of memorizing hnes. Scenes being filmed were of such short 

duration that there was no need to place a conscious focus on what I was going to say. The 

numerous “takes” enabled me to become that much more familiar with the few lines I did 

have to dehver in any given “take.” We also frequently improvised the dialogue, after 

being given the general scenario of the scene.

I could understand why the difficulty that many actors on stage seemed to have in 

producing appropriate verbal/nonverbal communication relationship dynamics were not 

often manifested in film. Out of curiosity, I began to watch film more closely for the 

presence of “inappropriate” acting. I noticed that the frequent use of head camera shots 

masked what the body was doing. There were moments though when the actor’s head, or 

even eyehds, would “punch” out an inappropriate physical reaction. I reasoned that these 

were moments when memorized dialogue was exerting an unconscious influence upon the 

actor’s reaction.

I also noticed that when body shots were used, the actor was often engaged in some 

physical activity. As long as the body was preoccupied with handling props, or walking, the 

actor seemed to avoid slipping into “inappropriate” patterns. I saw how even the simple act 

of placing arms on a table could prevent the actor from displaying an unsuitable 

verbal/nonverbal relationship quahty.

When comparing this use of such activity in film with that used on stage, it became 

obvious that Hve-theatre actors were also able to interrupt inappropriate patterns of 

expression through physical “busyness.” It was becoming increasingly more difficult for
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me to hang on to a belief that an “inner” approach was fundamental to the process of 

learning acting.

An Inclusion of Imagery

Through observations of clients, and of myself in psychotherapy, I had begun to 

develop a stronger awareness as to the importance of the relationship between the imagery 

present in the individual’s mind, and the quahty of emotional expression as manifested 

through physical expression. The client’s body never failed to express what was occurring 

image-wise in the mind. This awareness prompted me to develop exercises in which the 

actor could leam to monitor and control imagery, while dehvering memorized text. My 

observations in theatre had indieated to me that the actor’s body would respond 

automatically to imagery, but would “fall dead” when the imagery was interrupted, all 

without the actor being aware of what was taking place.

While developing these exercises, I had noticed that my body would want to 

respond automatically to images that had “sprung” up while I was going through a very 

deliberate physical manipulation. I could now experience the luxury of allowing my body 

to respond momentarily and automatically to the images generated and be ready to regain 

conscious control of appropriate physical expression when the image dissipated. In this 

manner, there would be no visible break in the continuity of appropriate verbal/nonverbal 

expression. This process became a welcome break from “routine,” and an exciting creative 

act in itself.

I also continued to present my own one-man shows, touring both nationally and 

internationally, while acting and directing for my company. This stream of activity 

permitted me uninterrupted opportunities to experiment with this approach and to verify the 

results of its appUcation to the performance situation.
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A Different Emotional Reaction to live Acting 

My own reactions while watching hve theatre were undergoing changes. I began to 

find it almost unbearable to sit through a produetion in which actors’ verbal/nonverbal 

patterns of communication were inconsistent with what the content of their dialogue 

indicated. I found myself becoming anxious and fidgety, and often had to leave the theatre 

at intermission to reheve the stress. Conversely, when there was consistency in the actors’ 

representations. I found it hard not to remain transfixed by the performances. In these 

cases, my attempts to keep myself uninvolved in order to observe technique were inevitably 

interrupted, as I was drawn back irresistibly to the action.

I had never felt either such anxiety in the theatre before, nor had I enjoyed such a 

feeling of communion with fellow humans. Perhaps by having remained consciously 

unaware for so long as to the inappropriateness of what I was so often witnessing, I had 

also been shutting myself off from the full experience of responding to the actors’ 

appropriately displayed responses to the scripted circumstances. What I had once accepted 

as a standard “manner” of stage performanee, now increasingly had become evidence of an 

approach to training for an art form that denied so many well-intentioned individuals from 

ever mastering the skills needed for effective participation. 1 had made the transition from 

inexperienced student to conscious researcher with a systematic program of observation, 

analysis and implementation of a new method for an alternative approaeh to actor training, 

which 1 hope ultimately, wül help realize, to a greater degree than in the past, the incredible 

potential of this art form.
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CHAPTER 4 

THE CURRENT PREMISE

The Premise Identified 

As stated in the “Introduction,” the current premise - underlying theories behind 

training methods that claim to prepare students for acting with scripted dialogue - maintains 

that the qualities that characterize the relationship between verbal and nonverbal expression 

displayed by the actor while speaking scripted, memorized text, will be naturally and 

spontaneously influenced by the circumstances inherent in the text; just as these qualities 

would be influenced by circumstances inherent in comparable “real-life” situations.

Evidence of This Premise

This premise is often imphed in definitions of acting:

• “What we’re doing . . .  is simply harnessing all those natural reactions and 
channeling them into the artificial circumstances of the stage, so that, when we’re 
playing a character, the “inner”/outer” dialogue takes place truthfully and 
simultaneously . . .  The whole process should be very easy . . .  we do it all the time 
in normal life” (Merlin, 2001, pp. 27-28).

• “There can be no break between the stage and your current day. The stage is all of 
you” (Stanislavski, 1967b, p. 238).

• “Acting is the life of the human soul” (Boleslavsky, 1935, p. 20).
• “Acting and doing are the same” (Adler, 2000, p. 44).
• “there is no solid line of demarcation between stage acting and offstage acting” 

(Cohen, 1978, p. 7).
• “not wholly separate from nor contrary to the normal interaction and 

communication among people. Performance and audiences are very much a part of 
our everyday life” (p. 10).

• “You play several characters every day. . .  each with its own appropriate behavior, 
speech, thought and feelings: your own little repertory company” (Benedetti, 1997, 
pp. 1-2).

• “can't make a separation between hfe out there and life on stage” (Morris & 
Hotchkis, 1979, p. 19).
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“Acting was the process of living on stage” (Strasberg, 1988, p. 63).
“We are all actors. Every day we play a number of roles . . .  we are actors all the 
time” (Bates, 1986, P. 7).
“For the actor. . .  Life inside the theatre seems more real than life outside” (Cairns,
1986).
“You can’t go on the stage unless you’re filled with things that give you life aU day 
long” (Hagen, 1973, p. 102).
“the search for the part needs endless substitutions from life experience” (Hagen, 
1991, p. 36).
“We should always be guided by the same game of make-believe that we played so 
well as children” (p. 141).
“our daily practice(s) of life” (Zarrilli, 1995b, p. 14).
“everybody does it more or less intstinctively from early childhood to the end of 
this life” (McGaw, 1980, p. 3).

• “Everyone acts almost all the time. You are a highly experienced actor even if you
have never taken a class” (Barton, 1989, p. 1).

Although the above statements are “dramatic” in their rhetorical power (as language), 
making them highly inspirational, they do not point towards a supporting training approach.

The Goals of Training and the Nature of the Exercises 

This current premise leads to an assumption that if “real-life” and “stage-life” are 

circumstantially identical, then the process that allows an individual to respond 

spontaneously and authentically to “real-life” circumstances must be similar to the process 

that allows an actor to respond spontaneously and authentically, to the circumstances 

described in the script, whüe delivering memorized text.

Therefore, the acting smdent is placed in a training situation in which the procedures 

used to teach acting skills are comparable to the development of skills necessary to increase 

an individual’s reaction to “real-hfe” circumstance. It is expected that by participating in 

specific exercises, one will gain the capacity to “open up to a scene’s immediate given 

circumstances and one’s ability to respond to them spontaneously” (Blair, 2(X)2). The 

common equation between circumstanees in the two reality spheres is used to justify the



58
nature of these preparatory exercises (Adler, 2(XX), pp. 82,162; Barton, 1989, p. 31;

Delgado, 1986, p. 188; Hagen, 1991, pp. 57,72-73,132-133,163; Hilton, 1987, p. 40;

Jihnsky, 1990, p. 82).

The following goal-statement quotes imply enhancement to “real-hfe” functioning:

“To reveal. . .  what areas he is inhibited . . .  to overcome the obstacle” (Barker, 
1977, p. 91).
“remembers the primitive primordial impulses that inhabited his body before he was 
‘civilized’ and ‘educated’” (Marowitz, 1978, pp. 26-27).
“the annihilation of resistances” (Kumiega, 1985, p. 115).
“self-penetration” (Grotowski, 1968, p. 35).
“to leam about yourself. . .  to free some. . .  unchannelled emotional expression, 
and some suppressed playfulness” (Barton, 1989, p. 13).
“to become a chüd again, doing everything as though for the first time” (J. 
Benedetti, 1998, p. 14).
“journey of personal discovery and expansion” (R. Benedetti, 1997, p. 4). 
“eliminate . . .  inhibitions, resistances, and tensions and renew the naive potential of 
your childhood” (Delgado, 1986, p. 12).
“a search for the self. . .  to touch the nucleus of the individual self’ (Morris & 
Hotchkis, 1979, pp. 2-3).
“to get in touch with aU the obstacles to being . . .  to eliminate them” (Morris, 1981,
p. 6).
“shedding personal clichés and habitual responses . . .  looks deeper into himself’ 
(Eldrege & Huston, 1995, p. 128).
“achieve an organic integrity” (Barba, 1989).
“overcoming obstacles and inhibitions .. . freeing oneself of conditioning” (2002). 
“personal growth” (Barton, 1994).
“to overcome shyness . . .  to cope with stress” (Bloch, Orthous, & Santibanez,
1987).
“to . . .  discover how to handle boundaries” (Burgoyne, Poulin, & Rearden, 1999). 
“personal history - emotions, memories, and drives” (Hannah, Domino, & Hanson,
1994).
“to shake off the little lies and corruptions that every man commits in the social 
relationships we form through everyday contacts” (Howard, 1986).
“to go certain places which are not that safe, neither physically, nor emotionally 
. . .  to explore underneath the surface” (Bogart cited in Lampke, 1994, p. 83).
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“enter wholly into the bodily experience, expression, and recognition of the 
emotional state. . .  psychological resolution of life experiences is necessary for any 
actor to achieve emotional freedom” (Rix, 1998).
“to open all our senses and inner most feehngs . . .  become aware of emotional 
blocks which keep them from breaking bad habits . . .  overcome emotional 
inhibitions . . .  take risks” (Hagen, 1973, pp. 74,77, 78,79).
“to leam . . .  that self-discovery never ceases” (1991, p. 55).
“looking deeper into himself for images that are truly his own” (Eldrege & Huston,
1995).
“search for the self, a personal quest” (Harrop, 1992, p. 27.
“a journey . . .  in search of the self. . .  casting off the superficial mask of accepted 
social propriety” (1992, p. 118).
“make it real and personal” (Strasberg, 1987, p. 86).
“look at yourself and into yourself. . .  uncover and dispose of layer after layer of 
concealing shrouds . . .  coming to terms with a situation you don’t wish to confront 
. . .  to deal with the pain of facing our flaws” (Yakim, 1990, p. 16).
“to get down to an essential rawness in which his vulnerabilities are neither 
defended nor hidden” (Cohen, 1978, p. 43).
“a process of self-exploration and discovery” (Felner, 1990, p. 5).
“to acknowledge the personal growth component” (Barton, 1994).
“to achieve an organic integrity” (Barba, 1989).
“to relax and give our feelings, our sensitivities, a chance to take root in the essence 
of our being” (Cairns, 1986).
“to become part of the world around us and make it real” (Spolin, 1976, p. 6). 
“therapy for the actor’s everyday existence . . .  to have the actor make contact with 
his real self’ (Manderino, 1976, p. xix).
“develop spontaneity . . .  explore . . .  taking risks” (Jesse, 1996, p. 4).
“to explore your personal boundaries” (New Actors Workshop, 2003).
“the dimensions o f . . .  your connection with sense of self. . .  and ability to exist 
fully in the moment” (The Actors Center Summer Program, 2003).

• “to embark on a journey of self-discovery . . . exploration and self-knowledge” 
(National Theatre School of Canada, 2003).

The preparatory exercises growing out of such goals are designed to enhance 

authentic spontaneity, often (as suggested in many of the above statements) through the 

ehmination of blocks to personal expression. Should these blocks remain, “they may
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continue to limit. . .  ability to experience and express certain thoughts, feelings, and traits” 

(R. Benedetti, 1997, p. 11). While “systems of emotional defense” protect “us from 

getting hurt, it impedes the communication process. Acting requires freedom . . .  allowing 

ourselves to be vulnerable” (Felner, p. 106). Since, in “real-life,” blocked spontaneity 

inhibits reaction to present circumstances, then by engaging in such exercises prior to 

working with scripted text, the student should gain the capacity to be subsequently 

influenced, via a natural process, to the circumstances implied by the scripted text.

A Self-Developmental / Psvchotherapeutic Connection 

As might be expected, under the current premise, there exists a similarity between 

goals for actor training and goals for self-development disciplines. This becomes evident 

through making a comparison with goals for the psychotherapeutic disciplines:

• To improve “functioning” or alleviate “suffering” (Butler & Strupp, 1991, p. 7).
• To engage in a “process of self-exploration” (Crocker, McMain, Murray & Safran, 

1998, p. 206).
• To “facilitate change” (Mahoney, 1991, p. 3).
• To re-establish “self-identity” leading to the “maintenance of a coherent sense of 

self” (Guidano, 1991, p. 55).
• To “help” the individual to “modify” patterns that have led “to unsatisfactory 

interpersonal relationships” (Safran, 1998, p. 12).
• To “challenge patients to change in important ways” (McCallum & Piper, 1994, p. 

2).

• To “integrate the individual into life that is meaningful to himself or herself. . .  and 
to the world at large” (Behr, Hearst, & Pines, 1982, p. 109).

• To bring about “insight and adjustment” (p. 140).
• To develop “the expression and containment of emotion. . .  social interaction . . .  

self-image . . .  interpersonal skills" (Emunah, 1994, pp. 31-33).
• To initiate “change in awareness and behavior at both the personal and the social 

levels” (Landy, 1985, p. 44).

A comparison between specific actor training exercises and those in the 

psychotherapeutic disciplines can be found in Ellen Halperin’s Acting and psychotherapy:
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applications o f kinetic and imaging techniques to actor training, an empirical study (1988).

She describes such exercises common to both disciplines, and writes that such “methods

have been consciously applied to actor training” (p. 4). This similarity is acknowledged in

actor-training (Barton, 1994; Geer, 1993; Morris & Hotchkis, 1979, p. 3). “When we

deny the relationship. . .  we deprive ourselves of access to techniques which, used

appropriately, can help us” (Burgoyne, Poulin, & Rearden, 1999).

Specific benefits from self-developmental exercises that are considered by acting

teachers) to assist the student in transferring spontaneity in a circumstantial leap between

“real-life” and “staged” realities include:

greater insight into both people and characters; development of the person’s ‘child’; 
increased abihty to use fantasy; overcoming self-consciousness, and a wühngness to 
look fooUsh; greater understanding of human nature, classmates, and self; increased 
abihty to use autobiographical material; improved ability to tap into instincts; 
overcoming fears; establishing trust; finding self-generated emotion; enhancing 
relaxation; and learning how one’s behavior is shaped by others. (Halperin, 1988, 
p. 4)

The embracing of such an approach to actor training is a reasonable development 

under a premise that equates “real-life” circumstantial influence with textual circumstantial 

influence. To appreciate the difference in how each discipline relates the goal exercise to the 

ultimate discipline goal, it can be useful to compare one technique common to both actor 

training and a self-development disciphne.

“Emotional recaU” is a specific exercise used in both the actor training and the 

psychotherapeutic disciplines. Although the goals for the immediate exercise are identical, 

the ultimate purpose, to which the exercise is directed, varies considerably.

In actor training the student is encouraged to contact past emotional states to initiate 

an authentic emotional reaction (Albright, 1967, p. 89; J. Benedetti, 1998, pp. 61,103; R. 

Benedetti, 1997, p. 184; Boleslavsky, 1935, p. 37; Delgado, 1986, p. 189; Gordon, 1987, 

p. 67; Hagen, 1991, p. 88; McGaw, 1980, p. 184; Meisner & Longwell, 1987, p. 89; 

Morris, 1988, p. 78; Stanislavski, 1983, p. 175). It is anticipated that this experience with 

past emotional situations will later allow the student to better represent, while dehvering
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memorized speech, the emotions of the character being portrayed. It is hoped that the 

student will “maintain. . .  concentration . . .  on the sensory objects or elements that form 

part of the memory of the original experience” (Strasberg, 1965, p. 110) in order to “fuse 

his personal emotion with the character and event he is portraying” (p. 111).

In the psychotherapeutic disciplines, the accessing of personal emotional memories 

is used as a means to alleviate current distress, by completing an interrupted process 

through the expression of emotion associated with a past event. The previously 

unexpressed emotions have left the client in the imbalanced state of excluding emotional 

expression, while retaining an awareness of experience (Beutler, Daldrup, & Engle, 1991, 

pp. 173-174; France 1988, p. 137). During this process “emotional experiences can often 

be relived well after the original emotional events have occurred” leading to a decrease, over 

time of the “frequency and intensity of emotional re-experiencing” (Foa & Kozak, 1991 

pp. 21-22). The fuU experience of the emotion leads to healing (Beutler, Daldrup, & Engle, 

1991, pp. 173-174; Landy, 1985, pp. 113-114; Emunah, 1994, p. 43).

In psychotherapy the exercise goal of consciously releasing emotion ends with the 

exercise. The client is not required to consciously engage in the process of the exercise 

under circumstances other than those inherent in the psychotherapeutic situation.

In actor training, the exercise goal extends beyond the exercise situation into the 

performance situation, under the very different circumstance of speaking memorized text. 

The assumption in current actor training approaches is that an optimal enhancement to the 

student’s ability to circumstantially respond with emotional expression (verbally and 

nonverbally) in “real-hfe”, will provide the means necessary for the student to make the 

leap to responding spontaneously with appropriate emotional expression to textual 

circumstances, while dehvering memorized text.



63
Other Stimuli for Spontaneous Reaction

Other approaches use different types of association and manipulation to “trigger” 

off spontaneous emotional responses.

Elly Konijn proposes a method intended to allow actors to tap into an authentic 

emotional state, by drawing upon “task” emotions: those emotions, both positive and 

negative, considered inherent in the act of going on stage to perform. If these emotions, to 

which the actor is already personally responding, can be associated with the circumstances 

in the script, then a spontaneous and authentic emotional reaction should result (1995).

Adrian Cairns draws a parallel between acting and Zen meditation. He makes the 

assumption that if “the object of acting” is “to be onstage, in character, with nothing to 

block or detract from the realization of that character,” and the object of Zen meditation is 

simply “to be,” then they are basically the same. Any problems that are blocking the 

student’s receptivity to circumstance in the script will be resolved by “taking the 

consciousness away from the self’ through meditation “and placing i t . . .  somewhere 

else.” One should “hand over oneself to the character,” (1986) allowing reaction to 

circumstance to happen spontaneously.

There are also more physically based approaches intended to initiate the student’s 

spontaneous reaction to scripted circumstance.

Stanislavski suggested that the execution of “physical actions” could lead to the 

student’s ability to respond in a natural manner to the circumstances in the text, for “if they 

are properly carried out the feehngs will be generated spontaneously” (1967a, p. 201), and 

the “soul will open up to receive all the “inner” objectives and emotions of his role” (p. 

150).

Michael Chekhov developed a process called “psychological gesture”: an 

abstracted pose that would capture the “archetypal” nature of the character (p. 76). He 

considered “everyday” gestures too weak to “stir” the student’s “will,” whereas the 

“archetypal” gesture could “take possession” of the “whole body, psychology and soul”
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(p. 77). This process was intended to “stir” the “‘inner’ life” (1991, p. 67). Chekhov 

claimed the “psychological gesture” had “spiritual power” that permitted a “rich inflow 

of inspiration” from the subconscious mind (pp. 93-94).

Working as well from the assumption that physical self-manipulation can lead to an 

appropriate spontaneous emotional reaction, Susana Bloch has developed a method of 

training that encourages the student to manipulate specific muscles “to reproduce at will the 

respiratory, postural and facial configurations which correspond to ‘real-life’ emotional 

behaviour” (S. Bloch, Orthous, & Santibanez 1987). This conscious manipulation will 

cause a spontaneous reaction in the “the Hmbic system, sympathetic and parasympathetic 

nervous systems” (Rix 2001), which Bloch claims will lead to “the subjective component 

of a particular emotional event” (S. Bloch, et al. 1987). This will then allow the voice, while 

dehvering text, to “naturally” take on “the right emotional tonahty” suitable to the scripted 

circumstances (S. Bloch, 1993).

Current of Awareness of Verbal/Nonverbal Relationship 

The messages conveyed by an actor’s physical and verbal expressions are what can 

be observed and heard, and are therefore the components that are judged with regard to 

“behevabüity.” Actor-training theorists generally acknowledge the importance of the 

physical component to the communication process as it relates to the spoken word.

Under the current premise, the equation between “real-life” and “scripted” realities 

has led to an assumption that the gesture on stage will (as it does in “real-life”) emanate 

naturally through reaction to “‘inner’ impulses” (McGaw, 1980, p. 51). Physical 

preparation for a proper response to scripted circumstances takes the form of numerous 

non-scripted activities, designed to enhance physical conditioning and coordination. 

Relaxation techniques (Jilinsky, 1990, p. 15), and physical exercise routines (Colyer, 1989, 

pp. 11-12) ranging from sports activities and dance classes (Hagen, 2000, p. 38), to Tai
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Chi (Rubin, 1980, p. 51) are sometimes offered as the means to enhance receptivity to these 

impulses.

Instruction and theory on the relationship between nonverbal and verbal expression, 

while delivering memorized text in performance, is offered in the following statements;

• “Gestures can best tell how we feel about what we mean” (R. Benedetti, 1997, p. 
37).

• The “actor should have a firm inward grasp of the words and realistic movements 
that flow out from the centre” (Sabatine & Hodge, 1983, p. 123).

• “Be very careful of gestures. Thinking restrains gestures. Extraneous gestures get 
in the way of ideas. . .  If you use gesture, it must be flowing, extended. They can’t 
be personal gestures. . .  They have to be in the nature of a wave, a curve, nothing 
rigid” (Adler, 2000, p. 203).

• The “actor picks out here and there the gestures” (Chekhov, 1991, p. 61). “The 
actors may accompany their words with movement if they wish” (p. 152).

• The “right gesture is never more than necessary” (Harrop, 1992, p. 46).
• “Physical actions” should be “truthful to the circumstances” (Moore, 1979, p. 

125).
• “Minimization of bodily movement is more effective . . .  The fewer gestures and 

movements an actor makes the more significant each becomes” (Wilson, 1994, p. 
69).

• “Insincerity is often seen in the failure of gesture to be backed up with a consistent 
posture . . .  unfelt gestures may come across as empty and isolated” (Wilson, 1985,
p. 102).

• Gestures “should emanate from the character’s thought and feeling rather than 
illustrating them mechanically” (p. 106).

• “As a character’s hand movements increase in number, frequency, and intensity, the 
audience will assume. . .  that the character is experiencing a proportionate increase 
in stress” (Alberts, 1997, p. 18).

• “Be sure your wrists are free from excess tension, but they should not be limp” 
(McGaw, 1980, p. 51).

• “Be sparing in your use of gesture” (Albright, 1967, p. 9). When a good actor 
listens “his hands are still, never moving . . .  When it is time to speak, his hands are 
still at his side, relaxed” (p. 10).

• “The best advice is: Don’t worry about gestures and in all probabihty you wül 
gradually begin to feel comfortable with them” (Cassady, 1988, p. 89).
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The above statements are more general than specific in nature. This could be a 
reflection of the confidence placed in the belief that the influence of the circumstances 
described in the script will lead naturally to an appropriate display of physical “signals.” 
Otherwise one might expect greater consistency and attention to detail in the advice offered.

Intellectual Component

The training programs functioning under the circumstantial equation between “real- 

life” and “scripted” reality advocate the intellectual understanding of textual circumstance. 

The student’s understanding of circumstance, through script analysis in order to determine 

character objectives and intentions, is considered essential to a spontaneous reaction to the 

circumstance. The analysis consists of identifying the character’s action and/or intentions 

(Adler, 2(X)0, p. 103; R. Benedetti, 1997, p. 87; Cohen, 1978, p. 23; Felner, 1990, p. 142- 

145; Hagen, 1991, p. 279; P. Kassel, 1999; Lewis, 1980, p. 59; McGaw, 1980, p. 27; 

Sabatine &Hodge, 1983, p. 173; Stanislavski, 1983, pp. 116-119). The term “unit” is 

often employed to isolate specific sections of motivated action. There seems to be httle 

consensus though as to what exactly constitutes an “action unit.” But it can be assumed 

that it remains in effect until the objective “has been fulfilled” and is “replaced by 

another” (Hagen, 1991, p. 279).

This cognitive awareness of scripted circumstance, combined with an enhanced 

ability to respond to “real-life” circumstance, will aid the student’s ability to respond 

naturally while acting with memorized speech. This assumption is accepted apparently 

without question. Theorist Ramon Delgado speaks for the majority when he says: “Actors 

are complex human beings . . .  responding to the real or imagined stimulus in the play” 

(quoted in Chabora, 1994, p. 113). “When we let the circumstances dictate what we do, 

everything . . .  will seem perfectly natural, truthful” (Adler, p. 82).
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Improvisation

Actor training theorists appear to unanimously believe that the student’s

appreciation of the influence of circumstance can be further enhanced through sustained

dramatic interaction in improvised scenes. This practice has become so universally

widespread that the second most popular acting text in North America, for learning how to

represent “real-life” behaviour on stage through memorized text, is Viola Spolin’s

Improvisation for the actor (Aldridge, 1993, p. 288); a text that has, technically, httle to do

with the dehvery of memorized speech. There is almost total consensus that improvisation

is a necessary tool to “force the actor to concentrate on intentions, objectives, environment,

and interpersonal relationships . . .  within a play or scene” (Kahan, 1991, p. 70). To list

those actor-training theorists who advocate improvisation would be to hst virtually every

modem actor-training theorist pubhshed.

Under the current premise, it is accepted that there is no perceived circumstantial

difference between speaking spontaneously and speaking with memorized text. To act with

script is “nothing more than constant improvisation . . .  there are no moments on stage

when an actor can be deprived of his right to improvise” (Chekhov, 1953, p. 40).

Improvisation based upon the circumstances in the script is thought to allow the student to

gain truthful expression (Merlin, 2(X)1, pp. 28-29). Charles Marowitz writes that

improvisation should:

create the psychic conditions which justifies the words the playwright has put into 
his mouth. . .  situate himself as far away from the text as the author himself did 
before he ever put pen to paper. It is by creating a parallel journey from impulse to 
speech that the actor is able to fulfill the tacit contract he has undertaken with the 
playwright. . .  to recreate the emotional network to which they correspond. (1999,
p. 21)

Improvisation will apparently develop “the actor’s willingness to act without 

knowing the end result,” thereby resulting in a “spontaneously” generated stage 

performance (Strasberg, 1965, p. 107). It is a way to exercise “intuition” which can 

“bring about spontaneity” (Spolin, 1976, p. 4). “Improvisation teaches the actor to make 

intelHgent, bold, and imaginative choices” (Felner, 1990, p. 8).
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Major post-secondary professional actor-training programs, when advertising 

vacancies for teaching positions, consider improvisation so integral to the skill development 

process that the instructor’s knowledge in this area is frequently considered a primary 

factor to securing employment. The University of Alberta requires that “Candidates should 

demonstrate experience in teaching improvisation” (2003) and York University predicts, 

“The successful candidate will have special strengths and demonstrated practical ability in 

. . .  improvisation” (2003).

It would seem from the above that the benefits of releasing the actor from the text 

and inserting spontaneity and its resulting natural relationship between gesture, voice and 

expression are considered essential within conventional actor training methods. However, 

even when practitioners seem unable to justify this procedure, the pressure exerted by the 

current premise remains fixed. “There is nothing wrong with studying . . .  improvisation,” 

but it is “not a basis for acting,” and yet it “should be studied concurrently with it” 

(Hornby, 1992, p. 249).

Conclusion

Following a preparatory period consisting of spontaneity enhancing exercises, a 

process of script analysis, and improvised scene work, the student will hopefully have 

gained the ability to “inhabit consciousnesses other than their own” (Hilton, 1987, p. 40), 

and “respond spontaneously to the given circumstances of the play” (Delgado, 1986, p. 

188) while dehvering memorized speech.

But regardless as to how specific exercises vary, what these approaches have in 

common is a training process that does not incorporate into the preparatory exercises, the 

skill performance circumstance of speaking memorized text.

This circumstantial equation between “real-life” and “scripted” realities, imposed 

by the current premise, dictates the elimination of memorized script during the training 

process. For if an individual need not be trained to react spontaneously and truthfully to
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circumstances in “real-life” by using exercises incorporating memorized speech, the same 

must be thought to hold true in training for reaction to circumstance in a “scripted” reality.

This absence of memorized script thus is logically (under the influence of the 

current premise) justified as being necessary to the development of optimal spontaneity 

(Barton, 1989, p. 11; Chekhov, 1953; p. 40; Felner, 1990, p. 8; Rix, 2001, p. 216; Spolin, 

1976, p. 4; Strasberg, 1965, p. 107).

In Relation To Personal Narrative

Apart from the instruction of Jean Paul Destrubé, all the post secondary actor- 

training exercises I encountered shared similar goals to those laid out by current published 

theorists, and adhered strictly to the conviction that psychotherapeutic-based exercises, on

going participation in improvised situations, intensive physical conditioning, and script 

analysis would provide the foundation necessary to becoming an accomplished actor.

I believed implicitly that my instructors, by following in the footsteps of these 

theorists, were guiding me in the best way possible. They could justify their exercises by 

equating them with those prescribed by of the most widely recognized names in actor 

training. At the time, this provided all the proof 1 needed to be convinced of the soundness 

of their approaches.

My first two years of training, which placed httle focus upon actual script work, 

were relatively successful for me. It was only in the third year, when we were required to 

participate more in actual plays, that 1 began to experience failure. 1 was not in a position to 

begin to question the equation between the circumstantial influence of “real-hfe” reality 

and that of “scripted” reality. 1 could only attribute the cause of my failure to insufficient 

participation in, or understanding of, the preparatory exercises. Otherwise, 1 reasoned, 1 

would have been able to transfer my abihty to respond with spontaneous expression of 

authentic emotion (as 1 had demonstrated in the preparatory exercises) to the performance 

situation. Because 1 could not do what the greatest theorists had predicted 1 should be able
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to do (having gone through the prescribed procedure), my instructors had no option but to 

see me as untalented.” The fact that I had been perceived to have participated successfully 

in the preparatory exercises did not seem to cause any hesitation to their judgment.
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CHAPTER 5 

CRITIQUE OF THE CURRENT PREMISE

A Recap of the “Cautionary Note”

In preparation to reading the discussions in the following chapters on the negative 

implications arising from the current premise, I ask the reader to consider once more the 

comments concluding Chapter 1. At this point in my writing the balancing act in sustaining 

an empathie connection with the reader becomes more precarious. One the one hand, I 

wish to do my utmost to retain the interest of aU my readers through an empathie connection 

and I suspect that any conjecture on the potential hazards associated with approaches that 

may be embraced by many readers could lead to alienation. On the other hand, in order to 

maintain an empathie relationship with my own experience, and with those readers who may 

have also experienced negative impHcations, I cannot underplay what I beheve to be the 

gravity of my conclusions.

The nature of these negative imphcations -  arrived at through a process of logic, and 

supported by a considerable amount of published and respected research -  encourages me 

to place an emphasis on maintaining empathie relations with those readers who have gained, 

through personal experience, some degree of appreciation of the foUowing potential 

dangers. I believe that these consequences are of a more serious nature than might 

generally be considered, and that this behef wül tend to colour the intensity of the following 

sections of my argument, possibly to the ahenation of those readers who may not be aware 

of having experienced such implications.

The Perspective of the Teacher 

Because the current premise, by implication, equates the teacher’s perspective, while 

judging a student’s skill performance, with the subjective perspective of the observer in 

“real-life,” the criteria for the student’s success begins and ends with the “gut” feeling of
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the teacher, just as it would for the observer in “real-life.” These “gut” feehngs in “real- 

hfe” are dependant upon the perceived consistency in the relationship between verbal and 

nonverbal indicators displayed by the individual in reaction to present circumstances. In a 

similar manner, the “gut” reactions of the teacher (sitting in judgment of the student’s 

work) form the criteria against which the student’s level of success is evaluated.

The teacher cannot successfully apply the criteria for the preparatory exercises, to 

the student’s attempt at performing the skill of acting, as the criteria for these exercises 

relate solely to each particular exercise; and vary depending upon the present circumstances 

necessary to the carrying out of the exercise. The criteria do not reflect the influencing 

circumstances under which the skill performance occurs, because the preparatory exercises 

do not involve the circumstance of dehvering memorized speech.

Conditions Necessary for Practical Skill Development 

Researeh into skill acquisition has demonstrated that in order for a skiU to be 

learned, the circumstances of the training situation must reflect the circumstances that are 

present in the situation in which the skill is to be performed (Ackerman, 1988; Anderson, 

1982; Schneider & Fisk, 1984; Sheridan, 1991, p. 328).

It has also been demonstrated that a natural reaction to circumstance will override the 

behaviour needed to successfully achieve skill performance (Dehngnieres, Nourrit, Sioud, 

Leroyer, Zattara, & Micaleff, 1998; Schmidt, 1975), as behaviour is determined by “stimuh 

inherent in the situation”(Jones & Nisbett, 1971, p. 15). By duphcating, in the training 

situation, the circumstances that wül be present in the actual skül performance situation, the 

student learns how to control the naturally occurring reaction to those circumstances, 

through the conscious substitution of behaviour that wül permit the successful completion 

of the task. This process of control, through substitution, is only achievable through a 

lengthy disciplined period of practice in the training situation (Ackerman, 1988; Fitts, 1964, 

p. 277; Harmon, & Müler, 1968, p. 344; Latash, 1993, p. 302; Schmidt 1975; Schneider
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& Fisk, 1982; Simon & Bjork, 2001; Smethurst & Carson, 2001; Sparrow, Hughes,

Russell, & Le Rossignol, 1999). Through this practice period, what began, as an awkward 

attempt at implementing unnatural responsive behaviour will fall under the control of 

“automatic processing” (Schneider & Fisk, 1982,1984).

Feedback, based upon specific criteria, is an important factor in skiU development 

(Delingnieres, et al. 1975; Schmidt, 1991, pp. 76,69,72; Shea & Wulf, 1999; Swinnen,

Lee, Verschueren, Serrien, & Bogaerds, 1997; Winstein & Schmidt, 1990), and is only 

possible if there is circumstantial similarity in the training and performance situations (Shea 

& Wulf, 1999). Feedback must be “task dependent” (Swinnen, et al. 1997). In other 

words, the criteria used must relate to the task at hand.

Circumstantial conditions must be comparable between the training and performance 

situations in order to arrive at mutually apphcable criteria (Delingnieres, et al. 1975). 

Comparability in criteria and comparability in circumstances are therefore mutually 

dependant upon one another. This ensures that the mechanism for measuring success in 

both simations is consistent. The level of success in matching the criteria, under the 

influences of the circumstances of the training environment, will provide an accurate 

indication of the level of success to be expected in matching the criteria, under the influence 

of the circumstances in the performance environment

The Fading Exercise -  a Representative Analvsis 

Because criteria in preparatory actor training exercises cannot be transferred to the 

performance situation - due to the acmal difference in present influencing circumstances in 

the two situations - it becomes apparent that the exercises, themselves, constitute separate 

and complete skill development processes. The process of these exercises encompasses 

both training and performance components. And this process satisfies the necessary 

requirements of consistent criteria and comparable circumstances throughout the training 

and performance situations for the particular exercise.
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A look at one particular exercise, commonly used in actor-training, can serve to 

demonstrate how these exercises constitute complete tasks unto themselves; and how both 

criteria and circumstance can only be deemed relevant to the task of the exercise; since that 

task is not directly related to the final performance situation.

The analysis that follows is very extended, and may appear unwarranted in 

describing what is generally considered an elementary exercise. I am asking the reader to 

enter into this process in order to gain an appreciation of how such exercises, when 

combined to form the bulk of an actor training program, deprive the student from contact 

with skiU developing exercises related to the actual task of “acting,” the accurate 

representation of identifiable characteristics of “real-life” communicative behaviour.

The “falling exercise” (R. Benedetti, 1997, p. 60; Felner, 1990, p. 82) is used in 

actor training to develop trust among students; a condition necessary for learning to be 

“vulnerable” (Felner, 1990, p. 73).

In this exercise. Student A is required to lean backwards into the arms of 
Student B. The criteria for the successful performance of this task - as they apply to 
Student A -require Student A to lean backwards with straight legs, and with feet a few 
inches apart. The criteria for the successful performance of this task - as it applies to 
Student B - requires Student B to remain in an upright position, one leg stretched 
behind the other, with the front leg bent shghtly. The forearms are extended with the 
elbows bent and pressed to the sides, pahns facing forward, a few inches from the back 
of Student A.

If the students have trouble meeting this criteria, then the process might involve 
the design of preparatory exercises leading up to the accomplishment of the final task: 
the actions of falling and catching.

If Student A has failed to meet the criteria by experiencing a natural impulse (to 
avoid injury) to take a step backwards, or to bend the knees at the first sensation of 
being off balance; then such a preparatory exercise might involve one or more other 
students providing hands on support for Student A. This would allow Student A to 
gradually lean backwards off balance while keeping the legs straight, and the feet 
together. This preparatory exercise could then be repeated until control over the natural 
impulse to bend the knees, or step backwards, has been mastered. Thus, the
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“inappropriate” (to task completion) behaviour of bending the knees or stepping 
backwards has been successfully suppressed through the substituted behaviour of 
locking the knees, and planting the feet close together.

If Student B has failed to meet the criteria by experiencing a natural impulse 
(again to avoid injury) to drop the arms, or step aside, then a preparatory exercise might 
involve Smdent A standing a shorter distance from the back of Student B, with one or 
more other students providing hands on support behind Student B. Student B might 
also adopt a starting position closer to Student A, so both hands can be placed 
immediately under the armpits of Student A. Smdent A would then lean backwards into 
Smdent B, while Smdent B becomes accustomed to the gradual weight-bearing 
sensation. The movement could be repeated while the smdents supporting Student B 
would gradually lessen this support (remaining at the ready), as Student B learns how to 
adjust the body to support the weight of Smdent A. The starting distance between 
Student A and Student B would be gradually increased, and the supporting smdents 
would evenmally step aside, leaving Smdent B to support Student A alone. Thus Smdent 
B leams to gain control over the impulse to step aside and drop the arms, and substimte 
this namral impulse with the learned behaviour of maintaining bents arms and fixed 
positioning for the legs.

In this example, the criteria for the performance simation is used in developing a 
progressive exercise training program, while maintaining the performance circumstances 
of being off balance and having to bear weight. In this manner, both students can 
overcome their natural reaction to these circumstances. By the end of the training 
period, because comparable criteria and comparable circumstances have been used in 
both training and performance simations, the students will feel confident that the skills 
of faUing and catching, as learned in the preparatory training period, can be readily 
transferable to the performance simation.

If one or both students fail in the performance simation, the cause of this failure 
would either be seen as a failure on the part of one or both students to correctly match 
criteria in the performance situations, or an unforeseen change in the performance 
simation circumstances.

Perhaps, through a comparison with the original criteria for performance, it 
could be determined that Smdent B did not sufficiently bend the arms while performing 
the task, or perhaps Student A bent the knees while leaning. A failure to meet criteria 
would be a prescription to remm to that part of the training process that dealt with 
meeting that particular criterion. Both teacher and student would have access to the
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criteria for the exercise, and could mutually verify the instance of mismatch between 
performance behaviour and criteria.

If all criteria are met, and the failure has not been determined, then it would 
become apparent that the circumstances were somehow not comparable; and that the 
failure was due to a natural uncontrolled reaction on the part of one or both students to 
an imforeseen circumstantial influence.

Perhaps Student B became distracted by someone entering the room, and did not 
notice when Student A began to lean. Perhaps Student A slipped on a spot of water and 
leaned forward instead of backward.

This determined change in circumstances would then call for measurers to either 
guarantee the integrity of the performance environment, or to alter the training process to 
include the previously unincorporated circumstances, while adhering to the estabhshed 
criteria. In the latter situation, the students would learn to control additional natural 
reactions through additional behaviour substitutions.

Under the influence of the current premise for actor training, we might assume that 

this exercise, in encouraging the student to trust a partner, could be conducive to a more 

spontaneous relationship between the two, as an environment of trusting relationships can, 

in “real-life” situations, be presumed to be more conducive to spontaneous reaction than a 

non-spontaneous environment.

However, a hteral comparison (as encouraged by skill development theory) between 

the criteria and circumstance of the training simation, with those in the skiU performance 

situation, might encourage the questioning as to how the gained ability to suppress the 

namral reactions to the actual present circumstances in the training situation - of leaning off 

balance and supporting a physical weight - would enhance the students’ suppression of the 

natural reaction to the acmal present circumstance, in the performance simation, of 

participating in pre-determined action while speaking memorized text?

The criteria for this exercise cannot be transferred to the final product in the skill 

performance situation for acting, because the acmal criteria for this exercise only represents 

the actions of falling backwards and catching. It is inappropriate to apply these criteria to a 

student’s attempt at representing “realistic” communicative behaviour.
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The same problem occurs when comparing the actual circumstance of this particular 

exercise with that in the performance situation.

Because, under the circumstantial equation dictated by the current premise, the 

training situation is turned into a “life-enhancing” process, it is assumed that those 

exercises (such as the “falling exercise”) contributing to the setting of standards for “real- 

life” spontaneous student interaction, will also contribute to a similar atmosphere for 

interaction in the performance simation. But because the circumstances, hke the criteria, are 

not transferable from the exercise to performance, the anticipated contribution that this 

quality makes to the performance situation becomes irrelevant.

A guarantee of interpersonal trust may be beneficial in confronting on-going 

unexpected evenmalities in spontaneous circumstances. However, in a non-spontaneous 

skül performance simation, in which every word and action taking place between individuals 

has been predetermined through script and rehearsal, the significant emphasis (in the 

training simation) placed upon firmly establishing this quality in interpersonal relationships 

seems misplaced. The knowledge of consequences (i.e., expulsion from the training 

program) in consistently fading to deliver the proper text, or continual failure to participate 

in the predetermined action, would seem a sufficient motivational impems in encouraging 

the smdent to follow the required procedure in performance participation. In fact, the almost 

complete predictability of the performance simation for acting with scripted text, might 

cause one to believe that the task of acting should require fewer guarantees of interpersonal 

trust than most other professions - which are inherently spontaneous in namre - and place 

httle or no training emphasis upon the development of interpersonal trust among 

participants.

Other actor-training exercises can be meticulously worked through in a similar 

fashion to demonstrate the irrelevance of their criteria and circumstance to the performance 

simation, with predictably similar results.
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What is occurring in actor training programs - functioning under the current 

premise - is that the student is learning (under the guise of preparatory exercises) various 

skills necessary for the carrying out of specific individual tasks; all purported to relate 

directly to the ultimate skill of acting, yet sharing neither criteria nor circumstantial 

comparability with the performance of this skill.

■Tustifving Lack of Criteria

If the skill performance does, in the opinion of the instructor, fall short of matching 

the “gut” feeling criteria for behevabüity, then on some level, the instructor has detected an 

inconsistency between the quahty of the relationship in the student’s verbal and nonverbal 

expressions, and the circumstances imphed by the text. Often, because inconsistencies in 

circumstance and the verbal /nonverbal relationship quahty in “real-life,” represent a 

physical, psychological, or emotional impairment of the individual’s abihty to respond 

appropriately (McNeih & Pedelty, 1995, p. 68), there seems to be an assumption 

(evidenced in goals statements) that the display of inconsistencies in skiU performance also 

indicates a personal blockage, which must be remedied by means of specific “unblocking” 

exercises.

The successful result of the skill performance in acting is the behevable (to some 

extent) representation of “real-hfe,” verbal/nonverbal reaction to circumstances. Therefore 

the criteria for the success of the skill performance needs to be based upon criteria that 

identifies appropriate verbal/nonverbal reaction to circumstance in “real-hfe” situations.

The success in matching these criteria to the student’s performance is what leads to the 

quahty of “gut” reaction in the teacher. The “gut” reaction does not make up the criteria. 

The “gut” reaction is a result of the match or mismatch of the student’s verbal/nonverbal 

indicators with these criteria.

However, because the current premise equates the process of an actor’s reaction to 

textual circumstance, with the natural reaction of an individual to “real-hfe” circumstance;
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and because a conscious awareness of criteria is not deemed necessary to experience 

circumstantial reaction in “real-üfe” (either on the part of the participant or observer), then 

specific criteria to determine the specific characteristics of a natural appropriate reaction to 

circumstance are not deemed necessary. And because preparatory exercises are not, in 

actuality, circumstantially comparable to performance circumstances, the criteria used for 

feedback for these exercises would not be applicable to the task of skUl performance. If an 

attempt were made to apply exercise criteria in the performance situation, the absurdity of 

such an attempt would become quickly apparent, as demonstrated with the “falling 

exercise.”

This situation results in discouraging such a setting of criteria for the skill 

performance situation, through statements inferring that it is too complicated a task, or 

denying that such setting of criteria is even possible.

The following quotes bear this out:

• “Acting is not a science . . .  it cannot be . . .  proven by objective criteria. . .  The 
most we can hope for are partial insights, fugitive perceptions and sporadic glimpses 
of truth . . .  there can never be a completely shared agreement about what is real” 
(Marowitz, 1978, pp. 6,34).

• ‘“Real to whom?’ ‘Honest to whom?’ ‘To the actor?’ ‘To the audience?’ And
even these questions are undermined when we start to question the ‘reahty’ or
‘honesty’ of some of our own feelings” (Cohen, 1978, p. 3).

• “we cannot make ‘truth’ claims about acting” (ZarrilH, 1995, p. 16).
• “it doesn’t mean you don’t know what it is . . .  it only means either that it can’t be 

explained or that you can’t explain it” (Chaikin, 1972, p. 135).
• “even if an agreed system of signs were possible, it would still smack of the sterile” 

(Harrop, 1992, p. 17).
• “The self-defeating end of the criterion of reality as a judgment of acting is, finally, 

that it is not possible to have an art of the actor . . .  if his or her virtuosity simply 
consists of disappearing into the ‘reality’ of the phenomenological environment”
(p. 44).

• “Although some components of an actor’s performance such as clarity of speech 
can, perhaps, be objectively rated against a set of standards, the major portion, to say 
nothing of the performance as a whole, cannot” (Perkins, 2001).
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• “Attempts to create scientific criteria for defining performance by seeking 

correlatives between the aesthetic and the neurophysiological reactions of 
performers and audiences generate so much data that no conclusion can be drawn 
from them.” (Hilton, 1987, p. 4).

• “We are not and cannot be objective . . .  despite our best intentions.” (Lutterbie, 
2001).

• “we are no longer at the level of objective discussion” (Barba, 1989).
• “Obviously these processes cannot be quantified, compared or assessed in any 

objective manner.” (Kumiega, 1985, p. 140).

When feedback concerning the skill performance is offered, the absence of any

criteria from which this feedback is derived, becomes apparent in the use of non-specific

adjectives arising from the “gut” feeling of the teacher. Terms such as “graceful. . .

composed . . .  f i t . . .  forced . . .  artificial” (Halperin, 1988, p. 268), “out-of-keeping”

(Marowitz, 1978, p. 34), “excessive, inappropriate, inadequate” (Taylor, 1992), become the

criteria with which the student is left to adjust the performance.

It is even suggested that the instructor has no need for awareness of applicable

criteria because “critics . . .  friends and relatives . . .  and a mirror” can provide feedback for

the student (Wilson, 1985, p. 76).

Actor training theorists have (with the support of the current premise) effectively

absolved themselves of the responsibility of maintaining conditions necessary for practical

skin development. This is apparent in discussions on the manner in which acting is learned.

in acting, the contribution of technique is of somewhat less importance than in 
music, dance, or sports . . .  Fine actors . . .  choose to immerse themselves in the 
character’s ongoing reality. . .  in behavior that i s . . .  unpredictable . . .  One attribute 
of the professional actor is the possession of a somewhat unique learning strategy 
that involves analysis rather than repetition, and that enables the performance to 
maintain spontaneous involvement in the present moment of the drama while 
retrieving the upcoming lines without hesitation from long-term memory.” (Noice 
& Noice, 1997, pp. xvi-xvii)

Because acting students are not required, under the current premise, to enter a 

process of disciplined technical practice, theorists assume that unlike other artistic 

disciplines - where “deliberate practice is the most significant element in gaining
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proficiency in... outstanding performance” - such a procedure in actor training can only 

enhance “collateral attributes” such as “vocal and bodily skills.” Acting skills can 

therefore only be acquired through “on-stage performing” during the “acting process 

itself’ (Noice & Noice, p. xv).

This would be comparable to asking a piano student to restrict his or her training 

solely to the study of music theory, while strengthening finger muscles and improving 

dexterity; and then demanding that the student learn to play the instrument by “trial and 

error” in front of an auditorium full of paying spectators.

To deny the student access to a practical training period -  governed by criteria and 

circumstance comparable to the performance situation - is to deny the student the integral 

components in the skill acquisition process. What results is a resignation to the idea that: 

when it comes to learning how to act, any real abihty could just as well spring from 

“parental encouragements of fantasy early in hfe” (Noice & Noice, p. xvi).

Conclusion

As it stands, the student’s practical training is restricted to nothing more than 

gaining control over the natural reactions to circumstances in the preparatory exercises. The 

student has been led to beheve that the abihty to perform these separate exercise tasks wiU 

then somehow allow the student to become accomphshed at performing another task, of 

which the major influencing circumstance has not been reflected in any of these other tasks 

the student has just learned. The student is thrown into a performance situation in which 

natural responses to actual present circumstances whl go unchecked. For, contrary to 

current actor training theory, these sub-tasks must share circumstanhal comparabihty in 

order to contribute to the final skiU performance (Anderson, 1982).
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In Relation to Personal Narrative

The instruction 1 received in my high school acting class was based upon criteria 

that consisted of demonstrations from my acting teacher. He provided a reference point 

common to both the teacher and student. Through the use of video he could enter into 

negotiations with his students as to the effect created by certain behavioural patterns. He 

also gave constant feedback through his on-going participation in plays alongside the 

students.

During my second through fourth years of post secondary actor training, the 

feedback 1 received with regard to my acting performances consisted of terms such as 

“poor,” “adequate,” “believable,” “non-believable,” “too big,” “too small,” etc. 

Demonstrations by teachers were not practiced or deemed acceptable, as acting was 

considered a completely subjective experience; whose successful application of which could 

only be “felt” by participant and observer. There was no attempt at providing clear criteria 

of evaluation. The problem of excelling in the preparatory training, and failing in the 

performance, could not be addressed.

Because the criteria for the exercises were always clearly outlined, 1 had no problem 

matching my behaviour to meet these guidelines, and could readily carry out the task of the 

exercise. But as these criteria did not have any direct apphcation to the final performance 

situation, 1 was left with no standard from which to adjust my skill performance behaviour.

Jean Paul Destrubé apphed the same principle of criteria establishment and 

application to the final product, as my other teachers had done with regard to each specific 

exercise. As long as 1 knew specifically what 1 was aiming towards, 1 had no trouble getting 

there, regardless as to whether 1 was participating in a preparatory exercise or the final 

product. All that had hampered my previous attempts were lack of criteria and changing 

circumstances, for which 1 had not been prepared.

Successful performance in the two improvisational disciphnes 1 studied {commedia 

deir arte and theatre games) was determined by how well the student had adhered to the
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rules, which had been clearly laid out through specific criteria. These criteria remained 

consistent throughout the training and performance situations. When an interruption to 

technique was identified, the process became one of determining how misinterpretation of 

criteria had occurred so that the student could adjust the behaviour to guarantee success.

There was a commonality in the processes of learning these improvisational 

performance disciplines and the manner in which Jean Paul taught acting with scripted text. 

In both instances the circumstances inherent in the training exercises were consistent with 

those in performance. Although these improvisational forms did not use memorized text, 

and were therefore not directly apphcable to my work with script, they strengthened my 

appreciation of participating in artistic disciplines whose criteria for exercises could be 

directly apphed to the final product.

Although Jean Paul had provided the opportunity to experience other theatrical 

disciphnes, he told us that success in improvisation would provide httle indication of 

success in acting with script.

Puppetry training brought me into further contact with learning an art form based 

completely upon participating in exercises that guaranteed criteria and circumstantial 

comparability for the training and performance situations. The awareness I gained as to 

how body parts could be manipulated to represent natural looking patterns - indicating the 

emohonal, and intentional reactions of the puppets to the phrases being spoken and heard - 

became the criteria for both exercises and performance. Without such specific and 

observable physical manipulation, no dramatic tension could be built up between the 

puppets. Because our puppets’ movements had to be based upon observable dynamics of 

human communication, it was necessary to take note of specific characteristics that would 

occur when people were interacting in “real-hfe.” These criteria, describing the role of the 

speaker and listener, supported the observations made by Jean Paul.
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CHAPTER 6

EVIDENCE OF FAILURE TO MEET CONDITONS

A Change in Perspective

Stepping out from under the influence of the current premise for a moment, it 

becomes possible to consider a perspective that could acknowledge a circumstantial 

difference between “real-hfe” and “scripted” realities. It allows for the consideration of 

the hypotheses (supported by research evidence) that the circumstance of speaking 

memorized text might exert an overriding influence upon the student.

A process of searching for evidence verifying the influence of this circumstance 

could then become a reasonable activity. The intent would be to demonstrate how, by not 

incorporating the actual performance circumstance of non-spontaneity, into the preparatory 

training process, the student’s attempt to achieve success in the skiU performance situation 

is seriously compromised.

The anticipated evidence would be manifested in behaviour considered to not 

contribute to the carrying out of the task at hand. Assuming that this task consists of a 

“believable” response to scripted circumstance, then this inappropriate behaviour would be 

comprised of “inconsistencies” in the relationship quality of the student’s verbal/nonverbal 

expression to the circumstances described in the text.

The circumstance in the skiU performance situation to which the student is 

“naturally”(but inappropriately) responding, could be identified through a comparison with 

criteria that describes natural reactions to specific circumstances in “real-life” expression.

If, through estabhshed criteria, the inappropriate verbal/nonverbal expression can be 

equated with similar qualities in “real-life” situations - where non-spontaneity is an 

inherent circumstance - then this ean provide evidence that the non-spontaneous 

circumstance of speaking memorized text is indeed exerting an overriding influence upon 

the student. And, consequently, we would have evidence that the circumstantial equation laid
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out in the current premise is false. For if the two realities did function in a circumstantially 

similar manner, then the hoped for natural response to scripted circumstance would not be 

supplanted by a natural reaction to the circumstantial influence of non-spontaneity; a 

circumstance inherent in speaking memorized text.

Establishing Criteria 

To enter practically into this comparison between “real-life” reaction to 

circumstance, and that displayed on stage, it becomes necessary to do what acting theorists 

have, under the dictates of the current premise, deemed “undoable”: to set criteria for 

“real-life” behaviour. To entertain the notion that such criteria can be established would be 

to take up a challenge made by performance theorist Mark Farrelly to open “the book on 

‘gestures’ and to keep it open” (2000).

There has, in fact, been considerable research done in the behavioral sciences to 

establish such criteria. The nonverbal aspect of communication is considered almost equal 

in importance to the verbal component.

This is borne out in the following conclusions:

• In face-to-face interaction, movements of the listener are necessary to give feedback 
to the speaker. The speaker depends upon these cues “to regulate those aspects of 
his behavior that are visible to his partner” (Kendon, 1970).

• Visual feedback from the listener is so important to the speaker that even a slight 
interruption in this process will “produce a measurable effect” in the speech 
(Krauss, 1987).

• “Nonverbal activity” remains constant in verbal exchanges regardless as to whether 
or not the participants can see one another (Rimé, 1982).

• “Even with lip and facial cues not present” gestural communication can 
“significantly improve comprehension” (W. Rogers, 1979).

Decades of research studies into the relationship between verbal and nonverbal 

expression have identified consistent universal patterns, observable in human 

communication. Frequencies of emotional shifting, and reaction to varying levels of
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spontaneity, have been observed in the relationship dynamics between verbal and nonverbal 

(including gestural, postural, and facial) expression. The characteristics of these dynamics 

are what constitute the criteria from which researchers identify levels of spontaneity, 

emotional involvement, or unnatural disturbances in the influencing present circumstances.

Even criteria made up of a minimal number of “real-life” behaviour characteristics 

can serve to demonstrate the effectiveness of relevant criteria to the acting skill development 

process. A basic famiharity with verbal/nonverbal relationship patterns, and characteristics 

of emotional expression, can be used to identify the distracting effects caused by an actor’s 

natural reaction - while trying to appear spontaneous and emotionally authentic - under the 

circumstantial influence of dehvering memorized speech.

What follows is by no means an exhaustive hst of verbal/nonverbal relationship 

quahties, but it should serve to provide a generally inclusive picture of basic human 

communication dynamics, and their relationship to emotional expression.

• Gesture falls into specific categories: “Iconics” which bear “a close formal 
relationship to the semantic content of speech”; “Metaphorics” which present “an 
abstract idea rather than a concrete object or event. . .  an image of an abstraction”; 
“Beats” which “look hke beating musical time . . .  The hand moves along with the 
rhythmical pulsation of speech”; “Cohesives” that “tie together thematically 
related but temporahy separated parts of the discourse” and consist of “iconic, 
metaphoric” or “beat” gestures which are repeated to show “the recurrence or 
continuation of a theme”; and “Deictics” which “is the familiar pointing . . .  
gesture” (McNeill, 1992, pp. 12-18).

• “Real-hfe” situations encompass the spectrum of circumstantial spontaneity, from 
the totahy spontaneous to the totaUy non-spontaneous. The present level of 
spontaneity is reflected in the quahty of relationship between verbal and nonverbal 
communication (Chawla & Krauss, 1994; Hadar & Butterworth, 1997).

• In a relatively spontaneous speech dehvery, the gesture tends to begin before the 
word (Beattie, 1983, p. 72; Hadar, 1989; McNeih, 1992, p. 83) but not finish until 
the verbal reference is completed (Morrel-Samuels & Krauss, 1992). In a very 
spontaneous situation the entire gesture may be completed before the word is uttered 
(Chawla & Krauss, 1994; Hadar, & Butterworth, 1997).
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Gestures almost “never follow the word they are associated with” (Beattie, 1983, p. 
72).
Gesture tends to begin an average of .8 seconds before the associated word; varying 
between .1 to 5 seconds (p. 72).
Gesture, accompanying nouns or verbs, in relatively spontaneous speech is 
descriptive in nature (Chawla & Krauss, 1994; W. Rogers, 1978), either reflecting 
the image (Cohen & Borsoi, 1996; Rimé, Shiaratura, Hupet, & Ghysselinckx, 1984; 
McNeill, 1992, p. 35) or the action described in the speech (Le Baron & Streeck, 
2000).

Mental image content is equivalent to the frequency of gesture production 
(Feyereisen & Havard, 1999).
A situation in which a speaker continues to talk, but demonstrates a repetition of 
dropping and picking up gesture, is a condition indicative of brain injury due to the 
inability for mental imagery to flow in a developmental manner (McNeill & Pedelty, 
1995 pp. 68,71).
In a totally non-spontaneous speaking situation, a non-descriptive, rhythmically 
repetitive motion punctuating the syllables of speech characterizes the gesture (Bull. 
1987, pp. 128-129; Chawla & Krauss, 1994; McClave, 1994).
Gesture occurs during seventy per cent of the time someone is speaking and 
accompanies almost eighty percent of the words being uttered (Mayberry, Jaques, & 
DeDe, 1998).
Nonverbal communication makes up between 65% and 93% of the human 
communicating process (Garcia & Cannito, 1960).
At least one new gesture occurs for each phrase containing at least one subject and 
one verb; and often on single words (Kendon, 1972; McNeill, 1992, p. 131).
The head position shifts every few sentences for the thought unit just above 
“syntactic sentences” (Scheflen, 1964).
A postural shift occurs between .5 minute and 6 minutes (1964).
A location shift occurs between several minutes and several hours (1964).
In active conversation the speaker has a tendency to “freeze” gesture while waiting 
for the other to finish (Streeck, 1993).
The listener will often assume the gestural characteristics of the speaker (Walburga, 
1986).
“Shared rhythmicity in movement” is “more conspicuous at the beginning and at 
the end of the interchange” (Kendon, 1970).
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• “A sharing of gesture and posture is more noticeable at the beginnings and endings 
of interchange” (1970).

• When speakers shift turns in speaking, gesture is “terminated” only 9% of the time 
(Beattie, 1983, p. 104).

• The “coordination of the listener’s movements with the behavior of the speaker is 
brought about through the listener’s reaction to the stream of speech” (Kendon, 
1970).

• 51% of hesitations in speaking interaction are accompanied by “gaze aversion” 
(Beattie, 1983, p. 50).

• Gaze is sustained 82% of the time at the end of sentence clauses (p. 62).

The significance of the above observations can be emphasized by an understanding of 

the connection between non-verbal expression and emotional engagement. The following 

quotes describe these relationships.

• The use of gesture is indicative of an emotional engagement in the speaker 
(Feyereisen, 1991, pp. 2,49).

• Emotions are directly related to the presence of mental imagery (Arieti, 1970; Ellis 
& Newton, 2000).

• Although numerous states are hsted as being basic emotions, four are unanimously 
included in classification of emotion: joy, sadness, anger, and fear (Aebishcer & 
Wallbott, 1986, p. 31; Boone & Cunningham, 1998; Calder & Young, 2000;
Jakobs, Ekman, Friesen & Tomkins, 1971; Levenson, 1998, p. 23; Mahoney, 1991, 
p. 187; Plutich, 1980, p. 26).

• Renewal of the basic emotional state occurs at least every two to five seconds 
(Levenson, 1988, pp. 30-33; Ekman, 1992).

• Spontaneous emotional renewal is bom of an “action” (France, 1988, p. 241; 
Lazarus, Kanner, & Folkman, 1980, p. 198) or “action impulse,” which can either 
be “carried out . . .  suppressed, denied, or transformed” (Lazarus, Kanner, & 
Folkman, 1980, p. 198).

• “Emotions are themselves motivated” (Averill, 1980, p. 318).
• People gesture “to make their true feelings clear” (DePaulo, 1992).
• Intention, action and emotional impulse are interdependent (Arnold, 1970; EUis, 

2000; Leeper, 1970; Panksepp, 2000; Tomkins, 1970).
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• There are universal movement qualities associated with basic emotional states 

(Amoff, Woike, & Human, 1992; Boone & Cunningham, 1998; de Meijer, 1989; 
Izard, 1994; Rimé, Boulanger, Laubin, & Stroobants, 1985).

• There are universal facial expressions associated with basic emotions (Amoff, et al. 
1992; Chovil, 1991; Ekman, 1993; Ekman, Friesen, & Ancoh, 1980; Ekman, Friesen, 
O’Sullivan, Diacoyanni-Tarlatzis, Krause, Pitcairn, Scherer, Chan, Heider, 
LeCompte, Ricci-Bitti, Tomita, & Tzavaras, 1987; Izard, 1994).

From the above observations it becomes possible to draw the general conclusion that 

the time frame for emotional renewal is equivalent to that of gesture reproduction in speech. 

Since gesture indicates the presence of an emotional state in the speaker, then it could be 

concluded that gesture renewal might mark emotional renewal in the speaker. And because 

gesture renewal occurs for at least every simple phrase consisting of a subject and verb, then 

it might be reasonable to assume that emotional renewal occurs at least on every simple 

phrase consisting of a subject and a verb (which fits within the two to five second time 

frame for emotional renewal).

Also, because gesture indicates emotional engagement, it is reasonable to assume 

that speech is indicative of emotional engagement as well, since gesture almost always 

accompanies speech. Therefore the presence of emotional engagement while speaking is 

almost always confirmed by the presence of gesture; or, as suggested above, an attempt to 

suppress gesture in an attempt to suppress emotions (i.e., clasping hands together, clenching 

fists, crossing arms, etc.).

Failure of Current Actor Training to Address Verbal/Nonverbal Relationship 

Although actor-training theorists acknowledge the importance of the physical 

component to the communication process, there is, as demonstrated in Chapter 4, minimal 

instruction concerning the actual, practical application of gesture as it relates to verbal 

communication in the performance situation.
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When compared to conclusions drawn from actual research studies, the statements 

quoted in Chapter 4 on the relationship of nonverbal and verbal expression appear very 

generalized, and sometimes contradictory. As mentioned above, they reflect the position that 

the teacher and student should not try to set specific criteria for “real-life” behaviour.

Actor training theorists sometimes attempt to a categorize verbal/nonverbal 

communication dynamics; but these categories are not consistent, and make no reference to 

either the author’s own research studies, or those by researchers in other disciplines. No 

information is offered with regard to the determination of these categories. Jean Sabatine 

lists “functional. . .  conventional. .. social. . .  function . . .  emotional. . .  shadow” 

gestures (Sabatine & Hodge, 1983, p. 119). Marsh Cassady places gesture into four 

categories: “directive . . .  descriptive . . .  expressive. . .  private” (1988, p. 87).

Attempts at describing the actual relationship of nonverbal to verbal communication 

are also rare, and seem to be more or less arbitrarily decided upon, even contradicting actual 

research findings:

• “The important point to remember is that only present and positive states of being 
can be expressed solely through the medium of the body . . .  An actor 
communicates negative, past, and future emotional states through verbal expression 
. . .  but only the voice can convey anything other than a present-positive state” 
(Alberts, 1997, p. 19).

• “Negative signals . . .  are more likely to be true than positive. . .  ones . . .  posture is 
usually more sincere than gesture . . .  Nonverbal cues leak true feelings more than 
the meaning of words” (Wilson, 1985, p. 103).

• Emotional states suggested by actor-training theorists vary in number from four 
(Rix, 1998) to over eight hundred (Whelan, 1998, pp. 152-172).

• The determination of the time frame for actions and intentions varies considerably as 
well; some intentions encompassing as many as a dozen or more phrases (Felner, 
1990, pp. 181-188), implying (contrary to research) that the emotional impulse 
would also be extended throughout this time frame.
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Looking for Evidence Through Legitimate Criteria

With the understanding that the presence of “inappropriate” behaviour indicates an 

individual’s natural reaction to actual present circumstances in the skill performance 

situation (that have not been addressed in the training situation), it now becomes possible - 

through a comparison between criteria for “real-life” human communication dynamics and 

the relationship between verbal and nonverbal communication displayed by the actor while 

trying to represent a natural reaction to scripted circumstances while dehvering memorized 

speech - to identify the presence of any such instances of “inappropriate” behaviour.

If such a comparison does show clear evidence of a mismatch between verbal and 

nonverbal indicators (as they relate to scripted circumstances) then it is safe to assume that 

this mismatch represents a natural reaction to a circumstance in the performance situation 

that has not been addressed in the preparatory training process.

It has already been demonstrated that the circumstance of the non-spontaneous act 

of speaking memorized text has not been incorporated into preparatory exercises.

Therefore if the “real-life” instances involving a similar verbal/nonverbal relationship 

quahty can be shown to share circumstantial comparabdity with dehvering memorized 

speech, then this wül provide evidence that the current premise equating “real-hfe” and 

“scripted” reahty is false, as it has prevented an inherent skill performance circumstance 

from being addressed in the skill development training situation.

It could then be concluded that the training program has not provided the student 

with the necessary skills for the carrying out of the task at hand, as the student has not 

learned to substitute the necessary behaviour to suppress the naturally occurring responsive 

behaviour to the inherent circumstances in the skill performance situation.

Actors participating in live stage performances of scripted plays frequently 

demonstrate (as determined through comparison with criteria for “real-hfe” 

communication) four readily identifiable types of mismatch between the verbal/nonverbal
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relationship and scripted circumstance. These “mismatch” types can be verified through 

examples of filmed live stage performances:

• The first case of mismatch happens when the actor is speaking with an absence of 

gesture, and there is no visual evidence that gesture is being physically suppressed; 

the arms and hands are dangling limp by the sides. Yet the words the actor is 

speaking indicate that spontaneously generated emotional states are being 

represented. The following filmed stage productions provide examples of this 

phenomenon:

James Broderick, playing the role of Wilhe Oban, in Eugene O’NeiU’s The 

Iceman Cometh (National Telefilm Associates, 1960), leaves his arms hanging hmp, 

while delivering the speech: “Do you realize what the penalty for purgatory i s . . .  

sings a tittle ditty he learned at Harvard” (Act Two, scene one).

Kevin Ktine, playing Hamlet in William Shakespeare’s Hamlet (Myers, 

1990), leaves his arms motionless during the speech: “To be or not to be . . .  

there’s the rub” (Act Three, scene one).

Antonio Cimotino, playing Romeo in Shakespeare’s Romeo and Juliet 

(Blake, 1993), keeps his arms and hands still and relaxed during the speech: “I 

dreamt my lady came . . .  are so rich in joy” (Act Five, scene one).

Absence of gesture indicates in “real-life” an absence of imagery and 

therefore a state of emotional disengagement. The circumstance of delivering 

memorized speech might lead to such a physical reaction as the actor is aware well 

in advance of what words wtil be spoken. The action behind the need to 

communicate is not dependant upon a spontaneously generated, emotionally charged 

image, as it would be in “real-life.” Without the image, the gesture doesn’t 

materialize. The result is a mismatch between what the words are telting us and what 

the actor’s body is telting us.
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Another scenario might involve a decision by the director, or actor, to 

consciously eliminate gesture, as a result of the actor’s “inappropriate” natural 

reaction manifested in one of the following scenarios.

• A repetitive, rhythmical motion of the hand or arm characterizes a second type of 

mismatch. The actor accompanies his or her speech with movements punctuating 

the syllables of speech; while the speech content imphes that the character has no 

specific foreknowledge of what is going to be said;

Fritz Weaver, playing Creon in Jean Anouilh’s Antigone (Venza, 1972), 

punctuates his speech with a pointed finger during the speech: “You have cast me 

for the villain . . .  you take the offensive”.

James Farentino, playing Hap in Arthur Miller’s Death of Salesman 

(Susskind & Melnick, 1966), punctuates his words with his thumb when he says: 

He’s gonna get his license taken away . . .  I’m feeUng” (Act One).

Since, in “real-life,” this type of verbal/nonverbal relationship indicates that 

the speaker is speaking non-spontaneously, from pre-planned speech, it is 

reasonable to consider that the present stage circumstance of using memorized 

speech is causing this reaction in the actor. Again there is a mismatch between 

verbal and nonverbal information.

This reaction is so common that it has warranted special mention in actor- 

training; although the reason for its occurrence is not addressed: “Gestures should 

not be used to keep time to the rhythm of your speeches” (Albright, 1967, p. 9).

• A third characteristic mismatch between verbal and nonverbal expression is 

manifested in sporadically applied gestures that fall back to a “neutral” position 

against the body, instead of flowing from one into the other, or remaining poised in 

anticipation of continuing:
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Philip Bosco, playing Dr. Thomas Stockman in Arthur Miller’s adaptation 

of Henrik Ibsen’s An Enemy o f the People (Landau, 1966), goes from inert arms, to 

flinging them up at the sides on “a new Carlsbad,” during the lines: “the springs 

win turn into a regular fad, a new Carlsbad.” And again on “Oh God, a place,” and 

“have recommended it,” in the speech: “Even a rather unusually healthy spot. . .  

in the People’s Messenger, pamphlets” (Act One, scene one).

George Seagal, playing Biff in Arthur Miller’s Death o f Salesman 

(Susskind & Melnick, 1966), demonstrates a dropping of gesture after the phrases: 

“every time spring comes,” “playing around with horses,” “making my future,” 

“running home,” in the speech: “Hap, I’ve had twenty . . .  is to waste my life” 

(Act One).

Lee Chamberlain, playing Cordelia in Shakespeare’s King Lear (V. Kassel, 

1974), displays one arm swinging up from a limp position, and then back to that 

inert staring point on the phrases: “What can man’s wisdom,” and “All my 

outward worth,” during the speech: “Alack ‘tis h e . . .  outward worth”; and on the 

words: “preparation stands,” during the lines: ‘“Tis known before. Our 

preparation stands” (Act Four, scene 4).

In “real-life” this particular verbal/nonverbal relationship indicates an 

instance of brain damage in which images are interrupted, and do not flow from one 

into the other.

The actor, through increased familiarity with the script, is becoming less 

consciously aware of the specific words being spoken, and is therefore beginning to 

develop images for some of the words, resulting in a natural gestural reaction to 

these images. The break in the gesture would indicate a break in the imagery as the 

actor momentarily checks up on the text, or is distracted by occurrences on stage or 

in the audience. This shift in focus would cause an interruption in image flow, 

leading to gesture dropping, just as gesture dropping in someone with brain damage
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indicates an inability to flow imagery together. Unless the character being portrayed 

is suffering from brain damage, the audience wiU be receiving a mismatch of 

information.

• The fourth type of mismatch occurs when the actor accompanies speech with

gestures sustained over many phrases; even though the words are indicating that this 

is not a “pre-planned” speech and that emotions are flowing spontaneously:

Ellen Holly, playing Regan in Shakespeare’s King Lear (Kassel, 1974), 

sustains the same gesture throughout the sentences: “But are my brother’s powers 

set forth? . . .  Himself in person there?” (Act Four, scene five).

Kevin Khne, playing Hamlet in William Shakespeare’s Hamlet (Myers, 

1990), maintains the same gesture for four phrases during: “how weary stale flat 

and unprofitable . . .  Posses it merely” (Act One, scene two).

This situation in “real-life” would indicate that the speaker is reacting non- 

spontaneously as gestures in “real-hfe” are renewed, along with emotional 

impulses, at least every few seconds. This characteristic might accompany speech 

that was pre-conceived, with an obviously contrived attempt at physicahty, meant to 

manipulate the hstener. Again, the non-spontaneous circumstance of knowing what 

is to come (and why it is to come) is influencing the actor onstage, just as this 

circumstance would influence a speaker in “real-hfe.” And once more the audience 

is receiving a mismatch in information sending.

Attempts to Explain Inconsistencies 
It is not as though these “mismatches” have gone unnoticed. But they are often

identified as: “mannerisms” (Strasberg, 1988, p. 95), “repetitiveness . . .  stiffness”

(Logie 1995a.), or “the body wih remain uninvolved . . .  accompanying hand gestures wih

not match . . .  intensity . . .  exaggerating” (Hornby, 1992, p. 128), “hands hang . . .  at our

sides” (Hagen, 1991, p. 101), or as “jerky, meaningless gestures” (Adler, 2000, p. 203).
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Such conclusions lead to more intensified searches for alternative methods to further 

enhance the student’s personal capacity to spontaneously react to textual circumstances. 

When the training process falls short of finding the means to “unblock” the student, 

theorists are sometimes quick to call in help. They suggest that the student seek outside 

psychological help as “resolution of life experience is necessary for any actor” (Rix,

1998), and the “confusion caused” by the “body-mind problem” is “a neurotic 

symptom” that a “good analyst can cure” (Huston, 1992, p. 46). The theorists’ 

perspectives remain grounded in the current premise, which equates the two realities.

Conclusion

The inconsistencies displayed by the student, leading to this drastic reaction, are 

simply a natural and unconscious response to a circumstance that has not (due to the 

dictates of the current impUed premise) been taken into consideration in the training 

process. It indicates neither a psychological problem nor the student’s failure to 

incorporate the training process into the skill performance situation. It indicates rather, a 

failure on the part of instructor to incorporate into the training process the actual 

circumstance of the skill performance situation. If skiU acquisition can be defined as an 

individual’s gaining control over natural responses to actual present circumstances in the 

performance situation - through substitutions of behaviours necessary to the carrying out of 

the task - then current actor training programs cannot honestly make claim to assisting the 

aspiring student in developing skills necessary for successful performance.

In Relation To Personal Narrative

My early performance attempts fell victim to the “inappropriate” reactions that 

grew naturally from the influence of speaking non-spontaneous, memorized speech. My 

limp, “dead” arms were not a failure to transfer all the insight I had supposedly gained 

through the preparatory exercises into the performance situation, but rather my own natural
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reaction to very real present circumstances. I had failed in doing the impossible, but had 

succeeded in being quite normal in my “real-hfe” functioning. As a result, I was told I was 

inadequate.

My high school acting teacher and Jean Paul Destrubé offered substitute behaviour 

to interrupt this namral response. It is apparent to me now that many of Jean Paul’s 

observations mirrored those determined by recent research studies. This was also true of 

Roy Small. These were teachers who simply observed what was happening around them 

every day in order to find a reference point from which to judge their own progress. They 

needed criteria to learn a skih, and they found it by looking closely at that which the final 

product represented. From a perspective outside the influence of the current premise, it is 

difficult to understand why actor-training theorists do not look to the same place for a 

standard.

My experience with puppetry provided me with the opportunity to learn a skill, 

whose final product was far enough removed from “real-life,” as to allow me to be 

receptive to a disciplined, demanding period of training; and not fall victim to a beUef that I 

could (while practicing this discipline) more or less “instinctively” grasp the technique 

required. Even though the final result of the skih performance displayed the characteristics 

of “realistic” circumstantial response, I was able to appreciate - through this distancing 

effect - how the acmal circumstantial functioning of that which the product represented, had 

no place in the training situation. When conttasted with my early actor-training experience,

I could further see how the forced incorporation of “real-life” circumstances into the 

training situation (which is demanded by the current premise) prevented practical skill 

development.

In puppetry, criteria for the exercises that could be matched to the performance, had 

to be arrived at by objective observation. Leaving things to chance, in the hope that “talent” 

would guarantee an appropriate result, would have been disastrous. Inanimate objects 

would have ended up looking like inanimate objects; rather than emotionally captivating httle
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beings, demonstrating universally recognized characteristics of “realistic” verbal/nonverbal 

human behaviour.

Neither Jean Paul Destrubé nor Roy Small came from a formal actor-training 

background. They were both self-taught, and had found the means to teach themselves.

The fact that the methods they ended up using met the conditions for practical skill 

development, serves to demonstrate how natural a process this actually is. They did not 

have to fight the influence of a premise encouraging an abandonment of a logical process in 

meeting skiU development conditions, placing their chances of success in the hands of some 

elusive guide referred to as “talent” or “inspiration.”

My experience with film acting, revealed to me how actors’ bodies can be “tricked” 

into appropriate behaviour by physical preoccupations such as prop manipulation.

As far as I could determine, the “inappropriate” patterns - that I saw so often in Uve theatre 

productions - only had equivalents in non-spontaneous “real-life” situations in which 

physical activities (such as the handUng of objects or walking) would simply not occur. 

Having an actor manipulate props, or walk, would be functionaUy comparable to 

consciously substituting the appropriate quality of verbal/nonverbal relationship. The film 

director’s keen eye could find ways to ensure “appropriate” behaviour, but the actor would 

still remain unconscious of the actual effect of present circumstance, and therefore not be in 

control of technique.

Unfortunately, stage actors do not have the luxury to partake in same level, or 

quahty, of physical activity. Too much handhng of props becomes annoying to the 

spectator, and the confines of the stage can hmit the number of walks permitted. In film, a 

switch to the “headshot” can ehminate distracting physical mismatches (in a reprieve from 

fiddling with objects) but on stage this is not possible, and the viewer is left to take in any 

and all instances of “inappropriate” behaviour, as it relates to scripted circumstances.



99
CHAPTER 7

THE NEGATIVE IMPACT ON STUDENT/TEACHER EMPATHY

The Role of Empathy in Student/Teacher Relations 

Apart from denying the student access to a method of training from which to 

develop a practical set of skills (directly apphcable to the carrying out of the desired task) 

the current premise, by denying access to criteria from which to judge the student’s 

performance, is denying a condition necessary for an empathie student/teacher relationship.

Criteria are necessary for feedback. And feedback is a necessary element in 

establishing an empathie relationship (Holm, 1997; Phye, 1989). An empathie relationship 

is deemed integral to an optimal learning environment (C. Rogers, 1975; Phye, 1989), 

which, by implication, makes the presence of applicable criteria a necessary element in the 

creation of an empathie student/teacher relationship. Empathy is a necessary condition for 

appreciating another’s situation. The following statements refer to interpersonal empathy:

• “entering the private perceptual world of the other and . . .  being sensitive, moment 
to moment, to the changing felt meanings which flow in this other person” 
(Feshbach, 1997, p. 35).

• “often reflected through accurate communication of reactive feelings back . . .  in 
harmonious understandable verbal and nonverbal messages” (Keefe, 1979).

• “stepping another person’s shoes . . . back . . . into one’s own shoes again” 
(Blackman, Smith, Brokman, & Stem, 1958).

• “the imaginative transposing of oneself into the thinking, feeUng and acting of 
another and so structuring the world as he does” (Dymond, 1950).

• “moment by moment attunement and frequent understanding reactions . . .  to put
oneself in the other’s shoes at that moment, to grasp what they are consciously 
trying to communicate at that moment, and what they are experiencing . . .  
communicate it to another person” (Bohart & Greenberg, 1997, p. 14).

• “to achieve an understanding . . .  to become both detached and involved - the 
observer and the participant - objective and subjective” (Greenson, 1960).
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These comments identify a “shared perspective.” Mutually accessible criteria can 

aid in this process. An absence of criteria wül inhibit an appreciation of the student’s 

circumstance, as it is through a perceived reaction (identified by matching or mismatching of 

criteria) that the circumstances to which the student is responding can be identified.

The Current Absence of Empathie Conditions

Under the current premise, a teacher who cannot appreciate the circumstantial 

situation of the student must necessarily judge the student. If there is a mismatch, and the 

“gut” feehng of the teacher indicates that the skill performance was not “believable,” then 

the student must take responsibihty for the faüure, since the student has been put through 

the prescribed preparatory exercises. But it is very conceivable - because the circumstances 

and criteria for the preparatory exercises have nothing directly in common with the skill 

performed -  that the student might succeed extremely well in the exercises, and faü in the 

skiU performance situation. In this situation the teacher and student have no recourse but to 

conclude that the student is, for some reason, unable to incorporate what he or she has 

learned in the course of the preparatory training exercises, into the performance.

If, on the other hand the “gut” feeling of the teacher signifies success, there are no 

criteria in place with which to validate the success. The student has no understanding as to 

how he or she practically arrived at the successful completion. It becomes a “hit and miss” 

affair. The student has not learned to consciously substitute and control natural responsive 

behaviour to circumstance; and there is no guarantee that skül performance success can be 

repeated. It becomes a hollow victory.

When mutually accessible criteria are permitted (thus establishing a mutual 

recognition of present circumstances), it becomes possible to guarantee empathy. Both 

student and teacher wül be referring to mutuaUy accepted criteria, ensuring a shared 

perspective. The teacher can be involved in a process of empathie appreciation of the 

student’s circumstance. Only an unreasonable reaction on the part of either individual
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would interfere with this empathie connection. Because video can be used in confirming the 

actual success of the student’s matching of criteria, persistent denial in either party indicates 

that skill development is no longer the goal for that particular individual.

Hazards of Non-Empathic Relations

As it stands, under the current premise, the potential for further negative imphcations 

arises, depending upon the nature of the exercise program involved. Because so many 

actor-training approaches acknowledge the use of techniques borrowed from the 

psychotherapeutic disciphnes, it is possible (again through comparison) to gain an insight 

into the potential hazards of using such exercises.

In the psychotherapeutic disciphnes there is consensus among practitioners that the 

estabhshment of empathie relations between the chent and therapist are essential for the safe 

carrying out of the exercises (EUiott & Greenberg, 1997, p. 168; Emunah, 1994, p. 43; 

Jordan, 1997, p. 345; Linehan, 1997, p. 360; Warner, 1997, p. 130). The safe use in actor 

training of such exercises cannot be guaranteed since the current premise, through the 

elimination of criteria, undermines the conditions necessary to the establishment and 

maintenance of empathie relations. As a result, any damage the student may undergo during 

the course of these exercises could easily go unchecked. Such damage could occur in the 

following situations.

Firstly, by encouraging the use of exercises, whose specific goals do not practically 

relate to the actual desired ultimate skill performance goal in actor training, there is the 

danger that the environmental requirements deemed necessary for the safe use of such 

exercises (in disciplines for whose goals the exercises are directly related) wül be 

overlooked.

In the psychotherapeutic disciplines it is recognized that, if conditions for safety are 

not strictly adhered to, there is a strong possibihty that the process into which the chent
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enters will actually leave the client in a worse psychological state than that prior to engaging 

in the process (Strupp & Hadley, 1985, p. 21).

For instance, the presence of trust in the psychotherapeutic process is considered 

crucial to maintaining a safe environment for the carrying out of the exercises (Seeman,

1983, p. 176). It grows out of a “consistent, positive relationship between the therapist and 

patient” which is dependent upon the therapist’s capacity to relate to the client(s) with an 

attitude of “concern, acceptance, genuiness, empathy” (Yalom, 1975, p. 4). Confidentiality 

is guaranteed. Care is taken that the client does not partake in an exercise until a sufficiently 

“high level of intimacy” (Emunah, 1994, p. 171) can bring about the establishment of 

“trust and security” required (p. 175). Participation may have to occur gradually “over 

time” until the individual feels ready (p. 172). Trust, in terms of confidentiality, is such a 

cherished commodity that the failing on the part of the therapist, with regard to its 

establishment and maintenance (unless the chent discloses a criminal activity), can lead to 

civil action (F. Bloch, Moore, Roback, & Shelton, 1996).

The necessity of trust, in the context of using such exercises, is also recognized in 

actor training (R. Benedetti, 1997, p. 60; Chekhov, 1953, p. 42; Spolin, 1976, p. 172); but 

the level of guarantee for discretion and confidentiahty, as it relates to the teacher and feUow 

students, does not meet the standards demanded by the psychotherapeutic disciplines. This 

is particularly disturbing considering the use of actor-training exercises encouraging such 

techniques as self-disclosure, and expression of personaUy generated emotion.

Self-disclosure in actor training can be found in a variety of exercises designed to 

facüitate self-expression. It is often considered one of the fundamental requirements of 

becoming an actor. The student “must be able to quickly hst his assets and faults . . .  Only 

with a true awareness of your quahties and faults . . .  can you begin to learn and break out 

of your middle-class defensiveness” (Adler, 1988, p. 9).

Recognized as being “important in ah psychotherapies,” self disclosure “can occur 

only when the chent does not feel threatened or overwhelmed by the therapist's emphasis on
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change” (Linehan, 1997, p. 387). It should be facilitated in such a way that it is never 

dangerous (Yalom, 1975, p. 117), and it is for the therapist to judge the appropriateness of 

each self-disclosure with the awareness that “too much self-disclosure can be as 

maladaptive as too little.” There is a danger for the client in thinking that “if self

disclosure is good, then total and continuous self-disclosure must be a good thing indeed.” 

Indiscriminate self-disclosure can generate shame, which will “offset” progress (p. 363).

A shame inducing occurrence is one in which attention is directed “to anything that 

blocks the inherently rewarding experience of positive affect” and “only if attention is 

shifted to the source of that interruption can one make the adjustments necessary to regain 

the antecedent good scene” (Nathanson, 1995, p. 91). In psychotherapy, when self

disclosure brings about a shaming reaction, “boundaries help members return to the group 

following empathie failures” (Hahn, 1994). To help ward off shame, the therapist’s abihty 

to self-disclose has significant influence on the quahty and quantity of disclosure in the 

chents and can facilitate resolving problems of “transference” (Yalom, 1975, p. 116).

Transference occurs when the chent develops an unrealistic view of the therapist. If 

this phenomenon is recognized as being a very real potential hazard in the 

psychotherapeutic disciphnes, then is it not reasonable to assume that other disciphnes 

using the same process might also be subjected to this hazard?

The therapist has been trained in skiUs necessary to “help the patient to recognize, 

to understand, and to change his distorted attitudinal mind set toward the leader” (Yalom, 

1975, p. 214). In actor training situations, where the student’s success or failure rests 

solely upon a subjective “gut” reaction in the teacher, there could very weU be a strong 

tendency for the smdent to project a distorted image of power onto the teacher.

Encouragement of emotional expression is common in both actor training and 

psychotherapy. The psychotherapeutic perspective on such expression is that it must be 

done under skilled supervision with the knowledge that “the intensity of emotional 

expression is highly relativistic” (Yalom, 1975, p. 84). Ungovemed emotional expression
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is likely to lead to “ugly, purposeless, destructive interaction” (p. 113). Under untrained 

facilitation, what guarantee does the student have that this situation will not take place in the 

actor-training environment?

In following up such exercises, the therapist needs to demonstrate the appropriate 

“timing” and skill required in “processing” the clients’ “experience and its implication 

for their life” (Mahoney, 1991, pp. 199-200). “When the client has reached his tolerance 

point of emotional expression, the therapist helps him achieve some distance, so that he can 

master and cope with the emotion that has been evoked” (Emunah, p. 118).

The environmental conditions necessary in the psychotherapeutic disciplines stress 

the skill and sensitivity of the therapist in taking clients through the prescribed exercises. 

The ability to develop an empathie connection leading to “concern, acceptance, and 

genuineness” is crucial. Clients must be aware of a “consistent” and “positive 

relationship” with the therapist (Yalom, 1975, p. 105). Rather than denying feelings 

arising from interaction, it is the therapist’s, responsibihty to facilitate through “judicious 

use” of these feelings (p. 113).

If therapy leaders (unskihed in the balancing act surrounding the facihtation of 

personal emotional expression) can cause “casualties” through the indiscriminate 

encouraging of “more feelings through evocative, chaUenging, stimulating behavior” 

(Lieberman, Miles & Yalom, 1973, p. 4), then what guarantee does the acting student have 

that acting instructors (unlikely to be trained as psychotherapists) will not fall victim to such 

shortsightedness?

A second potential hazard results when the actual goal of an exercise is not 

compatible with the ultimate goal for the performance. The apparent failure of the exercise 

application to the skill performance simation may be due to the natural completion of a 

process unique to that exercise, and not due to the student’s failure to apply the exercise.

An example of this happening can be seen in the use of exercises designed to connect the 

student with past emotional feelings.
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In actor training, when the repetitive use of emotionally charged personal memories, 

or associated objects, leads to a lessening of their emotional “triggering” potential, acting 

teachers may lay the blame upon the student. The actor is thought to have been pushing 

“too energetically toward the objects, and tension intervenes between him and the emotion” 

(Strasberg, 1965, p. 111); or the actor has ceased “to demand” the need for emotion, 

“anticipating” the emotion, “dwelling on the emotion for its own sake” rather than 

applying it to the dramatic situation; being “fearful that the emotion will elude you”

(Hagen, 1973, p. 51).

From a psychotherapeutic perspective, this lessening of access to emotions 

surrounding past experiences is a natural process of emotional completion, accelerated by a 

process that is therapeutic in nature. The “frequency and intensity of emotional re- 

experiencing decreases over time” (Foa & Kozak, 1991, pp. 21-22). Because “emotional 

experience presses for completion” (Safran & Greenberg, 1991, p. 11), it would seem 

more likely that an emotional “memory” is not so much a recall of emotion around a 

situation (that has already been experienced to its fullest) but rather an emotion that is stUl 

“pressing” for resolution. The student, by giving himself or herself an opening, will quite 

naturally initiate this subconscious, and natural, process of completion; thus eventually 

diminishing the need to re-experience the feeling. With regard to the dynamics of the 

exercise, the student has actually succeeded. The teacher though has labeled the attempt a 

“failure,” as the student has not met that teacher’s prescribed criteria for the exercise.

A third danger occurs because the current training situation (which requires that 

criteria remain exclusive to specific exercises) does not permit the student to question the 

appropriateness of specific exercises. It becomes impossible to determine whether an 

exercise is actually necessary to becoming a “good” actor, or is even appropriate.

When self-disclosure, confrontation, and the breaking down of inhibitions are 

considered legitimate goals of many current actor-training programs, boundaries (to ensure 

the student’s emotional/psychological safety) become very difficult to set and enforce.
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Actor trainer Susanna Bloch takes students through an exercise in which they are 

“instructed to touch themselves and each other, to become aware of their own presence and 

that of those around them.” Then they are “told to undress completely while sitting or 

walking as naturally as possible; then to dress again and to undress, in quick succession.” 

When the student’s timing for undressing matches the timing for dressing, the exercise is 

considered successful (S. Bloch, et al. 1987).

Anne Bogart uses an exercise in which half the class are encouraged to slap the 

other half of the class who are blindfolded, a task that often ehcits screaming and violent 

reactions “against the attacks.” If those who are beating become “too cautious” Bogart 

steps in to distribute her own “blows” (Lampke, 1994, p. 101).

John Harrop and Sabin Epstein encourage students to be “as physically expressive 

and sexually outrageous as they wish,” as “this is a good exercise for .. . liberating bodily 

expression” (1982, p. 274).

Eric Morris’s use of confrontation is very much a part of his role as a teacher, as the 

following transcript of a class conversation with a student indicates:

E.J. : Well, I don't know what the heU you want me to do, Eric ! You told me to sit
here and I'm trying to sit here!

Eric: Okay. Do you want to cry now?
E.J: (Starting to cry) No!
Eric: It's not pure.
E.F: (Sobbing) Stop it!
Eric: Stop what?
E.J.: (Sobbing and screaming) I felt so great coming into this lousy class!
Eric: You do this, one, to avoid finding out what's going on and, two, to get

yourself off the spot and, three, to get out of dealing with what you have to 
deal with. (1979, p. 6)

In drama psychotherapy this type of persistence in confrontation, without 

acknowledging the individual’s distress would represent “a form of acting-out of the 

director’s own countertransference (i.e., the therapist’s emotional reaction to her patient).”

It is a move on the part of the facilitator to “prove” competency in “obtaining results” 

(Blatner, 1988, p. 104).
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What the above actor training theorists share is the belief that breaking down 

boundaries serves as a means to achieving authentic spontaneity. What this belief can lead 

to is the prescription of exercises, which, if performed in a similar manner within the context 

of another disciphne, might be considered unethical. Yet under the current premise, they 

can be justified as being appropriate to actor training.

Because the use of criteria is so integral to a teaching and learning situation, a fourth 

danger to the student may result from the potential hazard for the student and teacher to 

either consciously, or unconsciously, agree to set criteria outside the parameters of the actual 

skiU development environment.

It might be argued that the student’s capacity to differentiate between abusive and 

non-abusive behaviour has already been compromised by various boundary-eliminating 

exercises. This situation, combined with the fact that the current premise can accommodate 

the reasoning that acting is an “erotic experience” (Harrop, 1992, p. 107), “partly rooted 

in sexual energy” (p. 112), is very disturbing, considering the unchecked potential danger 

of the student’s inappropriate projection onto the teacher, and the vulnerable state the 

student can be left in after the teacher has tom off the “calcified mask of social lies, 

politeness and good taste” (p. 113).

Conclusion

At the same time actor training theorists are acknowledging equivalency in final

goals for both actor training and self-development disciplines - and employing similar

exercises to obtain similar results - they are also paradoxically claiming the opposite:

The stated goals of theatre and therapy are different. The therapist’s dramatic 
exercises evoke emotional reactions in order to use them to effect a personal change 
in the patient. The director’s dramatic exercises evoke emotional reactions in the 
actor in order to use them to create an artistic experience for the audience.
(Burgoyne, Poulin, & Rearden, 1999)

Despite the declaration that actor training is not therapy, theorists continue to 

acknowledge the potential for psychological and emotional damage inherent in many
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training approaches (S. Bloch, 1993; Burgoyne & Pouhn, 1999; Rix, 1998; Scheiffele,

2001; Spolin, 1976, p. 238). This ironic positioning can only serve to minimize the 

awareness of the potential hazards inherent in this practice.

In Relation to Personal Narrative

My initial experiences with psychotherapeutic-based acting exercises were positive. 

Because the first post secondary acting class I took was not directed toward performance, 

the students never advanced beyond the preparatory training exercises. The exercises were 

not being used to attain a goal for which they were not designed, because there was no 

ultimate goal in this class to act with scripted text. Therefore I found myself in a situation 

(thanks to an exceptionally caring instructor) similar to a psychotherapeutic group setting. 

Criteria were established for aU the exercises, thus providing a base for the growth of 

empathie student/teacher relations. By setting boimdaries with regard to feedback, our 

teacher was also setting specific criteria for inter-personal relations.

The awareness that 1 now have of the psychotherapeutic process allows me to 

recognize that I was, through participation in such exercises at this early stage in my 

training, going through a process of “completion” of unresolved emotional trauma. 1 was 

being validated for completing an emotional process that had been previously interrupted. 

My confidence may not have grown with regard to learning acting skills, but it grew as a 

result of this vahdation, and a growing knowledge that what I had to express to others was 

worth listening to.

The rest of my post secondary actor-training years (with the exception of Jean Paul 

Destrubé) were filled with anxiety, and confusion. I was in constant state of trying to 

second-guess how my teachers might judge my performances. With an absence of 

mutually accessible criteria, there were no conditions in place with which to begin to 

establish empathie relations. I could not look at myself from my instructors’ perspectives; 

and they had no way of appreciating my situation. We could not enter into a discussion
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concerning my development. They could not be held accountable for the decisions they 

made. This left me in a position completely devoid of personal power, my fate resting 

solely upon their subjective judgments.

The continued use of self-disclosure in preparatory exercises eventually became 

self-defeating rather than empowering, as it was not contributing to my success as a 

performer. I concluded that if my own self-disclosure had been accurate (in other words 

“truthful”), the exercises would have contributed to my performance success. Contrary to 

appearances, I must have been failing at the preparatory exercises. Even though I had 

somehow succeeded in fooling myself and others into thinking that I had done the exercises 

correctly, the fact that I could not succeed in the final product, was proof that I did not have 

the self-awareness to become a “truthful” actor. It appeared to me as though my 

“blockages” to self-knowledge were too firmly entrenched. My self-esteem was being 

eroded in all areas of the process. Not only had I failed at the final product, I could not 

honestly claim success in the preparatory exercises.

With regard to my own later ill-fated attempt to incorporate psychotherapeutic based 

exercises into the rehearsal process, I was unable - even after estabhshing and adhering 

diligently to the necessary guidelines - to avoid the negative impact that resulted from the 

use of such exercises. This experience allowed me to understand why exercises, directed 

toward a final goal for which they were not designed would, inevitably, prove to be 

problematic. As the actual goal of having been “healed” (emotionally or psychologically) 

could never be achieved in an actor-training situation, there would be the potential for those 

involved to pursue action that would be unconsciously directed toward prolonging the 

process. These were individuals whose conscious goals were to become actors; and not to 

be “healed.” And yet the process they were being taken through, by use of these exercises, 

was one of healing, and not skill development. Without acknowledging the healing process, 

there was no attempt made to establish the proper protocol to bring this process to closure.

In the psychotherapeutic situation, the therapist and the client mutually decide upon this
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conclusion. There is often no definite, established end point. It can be an on-going 

process. To unilaterally fix an ending point to this aspect of the training process - 

coinciding with the firmly estabhshed ending of the rehearsal process - was prematurely 

interrupting a natural heahng process in which some of the participants were very deeply 

engaged.

Therefore, those who had begun to experience a process of healing subconsciously 

extended this process into activities beyond the preparation period. If I had been 

functioning strictly as a counselor, I could have negotiated the termination of the process, 

and confined activities to those hours designated for therapy. As it was, our activities as a 

group did not only involve rehearsals, but also performances and sociahzing. My role as 

someone responsible for their emotional and psychological well being of the participants 

took precedence, on a subconscious level, over my role as teacher and director. When I 

could not fulfill the expectations that accompanied this transference, I was seen as being 

responsible for their “abandonment.” This led to retaliatory action.

The potential harm that such disrespect for the actual goal posed for the participants 

remained unacknowledged as a result of the absence of empathie relations. I could not shift 

my perspective to appreciate that of the participant in his or her unconscious role of 

psychotherapeutic chent. The ultimate goal to which 1 had directed this training, had fixed 

my over-riding perspective to that of teacher and director. Upon reflection, I was thankful 

that more damage had not occurred.
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CHAPTER 8

THE NEGATIVE IMPACT ON AUDIENCE/CHARACTER EMPATHY

Impact of Verbal/Nonverbal Mismatch on Empathy 

What might the effects of these instances of misrepresentation of “reality” be on 

the audience? After all, it is to the observer that the final product is directed. How important 

is it that the audience experiences consistency in the actor’s performance? The answer 

depends upon how effectively the teacher or director would want the art form to move its 

audience on an empathically emotional level.

In “real-life,” inconsistencies between the verbal/nonverbal relationship quality, and 

the present circumstances, have the following negative imphcations for the ohserver/hstener:

• There is an unconscious natural tendency in the listener, when confronted with a 
situation of gesture mismatch to verbal content, to put more stock in the gestural 
message (McNeil, Ahbah, & Evans, 2(XX)).

• A misuse or absence of gesture can hamper an intellectual grasp of situation, since 
gestures “can have a powerful impact on how people comprehend and remember 
pragmatic communication” (Kelly, Barr, Church, & Lynch, 1999).

• “When . . .  presented with mismatching stimuli. . .  recall of the spoken information 
suffered” (Kelly & Church, 1998).

• When mismatches occur, an “integrated combination of speech and gesture . . .  is 
only possible with further processing . . .  successive ideas, reorganization of the idea 
unit, or fabrication of a new one” (McNeill, Cassell, & McCullougy, 1994).

It can be assumed, from these statements, that the audience will have to disengage 

from their emotions in order to participate in an intellectual activity to reconcile mismatches 

of which they may not even be fully conscious. The emphasis in actor training goals to 

maintain emotional engagement would suggest that this is not a preferred situation; and 

would not represent an actor’s success at skill performance.

The reverberation of emotion that comes from the experience of sensing another’s 

facial, gestural, or postural quahties is recognized as part of the empathie process (Davis,
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1985, p. 63). It is a way of appreciating the other’s experience, minus the egocentric 

positioning of conscious association with personal experience. It becomes an empathie 

reaction: the “experience of partial identity between the subject’s mental processes and 

those of another with the resulting insight into the other’s mental state and participation in 

his emotions . . .  Which aspect . . .  of our own personality would fi t . . .  is decided by the, 

mostly, unconscious interpretation of certain signs in the other’s appearance and behavior” 

(Koestler, 1949).

Neurological research provides scientific support for this empathie phenomenon. 

When a gesture is observed, the observer actually begins to experience the initial impulsive 

phases, in the mind and body, of constructing that same gesture (Buccino, Binkofske, Fink, 

Fadiga, Fogassi, GaUese, Seitz, Zdles, Rizzolatti, & Freund, 2001; Corballis 1998, GaUese, 

1990, p. 176; GaUese, Fadiga, Fogassi, & Rizzolatti, 1996; GaUese & Goldman, 1998; 

Grafton, Arbib, Fadiga, & Rizzolatti, 1996; Rizzolatti, 2002; Rizzolatti, Fadiga, MateUi, 

Bettinardi, Pauolesu, Perani, & Fazio, 1996), the resonance being strongest in gestures 

associated with “action verbs” or specific objects (Decety, Grezes, Costes, Perani, 

Jeannerod, Procyk, Grassi, & Fazio, 1997). This same reaction pattern occurs in relation to 

observed facial expressions (Dimberg, 1982).

Evidence also suggests that facial displays of emotion in one individual wUl initiate a 

similar emotional reaction in the observer (Lundqvist, 1995; Schneider, R. C. Gur, R. E.

Gur, & Muenz, 1994), along with a tendency to mimic the expression (ChovU, 1991, 

Dimberg 1982; Ekman, 1993; Lundqvist, 1995; McHugo, Lanzetta, SulUvan, Masters, & 

Englis, 1985; McIntosh, 1996; Vaughan & Lanzetta, 1981; WaUbott, 1991). This “motor 

mimicry” (in gesture and facial expression) is an integral part of the communication 

process (Bavelas, Black, Lemery, & MuUett, 1986). It strengthens the empathie connection 

for the observer (Bush, Black, Lemery, & MuUett, 1989; Davis, 1985, p. 63) playing “a 

larger part in empathy” than the “secondary processes of thinking and analysis” (Katz, 

1963, p. 70).
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Because emotion is an essential part of the cognitive process (Domasio, 1999, p. 41, 

LeDoux, 1996, p. 68), this explains as well how a negative impact on the cognitive capacity 

of the spectator, while watching an actor display verbal/nonverbal relationship quality 

mismatch, constitutes an interruption of the emotional, empathie connection between the 

character being portrayed and the spectator

Therefore the actor, by displaying an inconsistency in the quality of verbal/nonverbal 

relationship is denying the observer the opportunity to have an authentic, empathie 

emotional connection to the performance. Under the current premise, the act of observing 

an actor often becomes a mental exercise of reconciling inconsistencies.

Apparent Audience Acceptance of Mismatches 

If the current situation is as dire as this study suggests, than why is it that audiences 

do not complain, and continue to attend live theatre performances?

Leon Festinger, in discussing the phenomenon of “cognitive dissonance,” has 

written that “a large group of people is able to maintain an opinion or beUef even in the face 

of continual definite evidence to the contrary” (1957, p. 198). Brehm and Cohen cite 

evidence that if three or more “confederates” claim the opposite of what might otherwise 

seem apparent, this wih influence from thirty to forty per cent of other “naive” individuals 

(1962, p. 263). This comphcity to agree to what would normaUy appear inappropriate, 

increases with the perceived “importance” of the individual(s) expressing the opinion 

(Festinger, 1957, p. 263).

Audiences attend professional theatre performances with the expectation of seeing 

practitioners skihed at their craft. In an overcrowded market, in which only a smaU 

percentage of professionals are working at any given time, it is reasonable to assume that 

those seen on the professional stages represent the most accomplished performers. Often 

the television and movie credits mentioned in program biographies serve to strengthen this
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assumption. Therefore the opinion the spectator receives - coming from the “important” 

voice of the producer - is one supporting the view that these are highly skilled individuals.

Attending a live professional theatre performance has also become somewhat elitist 

in comparison with other entertainment options, the price of admission often being three or 

four times that of a movie. This could imply that other audience members fall into the 

“important” category; and therefore, according to the above theory, the behaviour and 

opinions they convey concerning the quality of performance becomes influential on others, 

more “naive.”

Considering how few it takes to influence the opinions of a great many, it does not 

seem at aU impossible for the current situation to remain unchallenged.

However, the increased introduction of cognitive elements can cause a decrease in 

this complicity (Festinger, 1957, p. 263). If an audience could be educated through a 

cognitve appreciation of the criteria that defines “realistic” communicative behaviour, 

spectators might begin to break free of this unconscious, general agreement to avoid 

questioning that which is purported to be what it often is not. If spectators could begin to 

express - through the confidence that comes from knowledge of product - dissatisfaction at 

not receiving what they have paid for, then perhaps actors would begin to question the 

process that has claimed to have equipped them with the skills needed to dehver the product.

Conclusion

As it stands, audiences - in their unconscious complicity in accepting a 

misrepresentation of human communicative behavior -  are often depriving themselves of an 

authentic empathie emotional response to the characters being portrayed. And the full 

experience of the richness of watching Uve theatre becomes a sporadic occurrence.
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In Relation to Personal Narrative 

My own self-observations as an audience member have confirmed to me the 

importance of allowing both teacher and student access to criteria for “reahstic” human 

communicative behaviour. Before gaining conscious awareness of “realistic” behavioural 

criteria, I was not aware as to why some performances moved me while others left me 

feehng “bored.” I now understand that this boredom represented my emotional 

disengagement resulting from verbal/nonverbal mismatches, followed by the necessary 

cognitive engagement to make sense of the action.

Later, by allowing myself to actually “see” what was happening on stage, I could 

no longer shut myself off from an emotional reaction similar to that which I would be 

experiencing in “real-hfe,” in the presence of individuals displaying comparable 

communication patterns. The boredom 1 had previously felt turned into “anxiety.” Each 

display of an inappropriate relationship between verbal/nonverbal expression and text would 

in, “real-hfe” situations, have indicated an individual displaying serious psychological or 

emotional instabhity. Just as I had learned years before, while working in the psychiatric 

institution, to regard such individuals as being potentiaUy dangerous, so was I now 

experiencing a similar emotional reaction to certain actors on stage. My body was 

responding emotionaUy to what 1 was actuaUy seeing and hearing, and not to what the script 

was tehing me I should be responding to.

I was also becoming aware of my increased emotional reaction to “appropriate” 

displays of communication patterns. I was watching individuals who were exhibiting 

behaviour appropriate to circumstances, and in the refuge of the theatre, I could ahow myself 

a fuU empathie emotional reaction to the character.

The empathie reaction I can now experience, over an extended period of time when 

verbal/nonverbal expression is consistent, leaves me with a sense of “inner” connectedness, 

and communion with fellow beings, that continues for hours after the presentation is over.
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Conversely, the anxiety that I experience in the presence of sustained inconsistency leaves 

me with a lingering sense of separation from self and from others.

The intensity of the negative impact resulting from extended periods of exposure to 

“mismatch” causes me to speculate upon the possible long-term psychological harm that 

such repeated exposure might bring, just as the equally intense, but positive, impact of 

extended exposure to “appropriate” displays of communicative behaviour, causes me to 

speculate upon the long-term “healing” potential that repeated exposure might entail.

My speculations - albeit based upon my own reactions - have led me to believe that 

the current situation, brought about through the influence of the current premise, has 

seriously undermined an art form that has the potential for a positive transformational effect 

on its audience. In a time of growing alienation, society could benefit from the fully realized 

potential of this art form.
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CHAPTER 9

PAST AND PRESENT ATTEMPTS TO MEET CONDITIONS

Delsarte and Mackave: Meeting Conditions

In the early twentieth century, Edward Gordon Craig criticized the “accidental 

nature” of leaving an actor to “the mercy of the winds of his emotions” (Craig, 1911, p. 

56). He believed that an application of “symbolical gesture” (p. 61) would allow the body 

to “answer to the workings” of the actor’s conscious control, becoming “absolutely the 

slave of his mind” (p. 67). The actor would not be “pretending to be so and so” but 

would be “pretending to do so and so” (p. 61). Rather than “getting under the skin of the 

part” the actor would be getting “out of the skin of the part altogether” (p. 63).

Although Craig did not layout criteria for such physicahty, a related theory - 

predating these statements by decades - had already been receiving practical application 

through the work of François Delsarte and, later, Steele Mac Kaye; in the mid and late 

nineteenth century.

Delsarte proposed specific positioning for the aU parts of the body (including the 

eyes, each position indicating an emotional attitude (Delaumosne, 1893, pp. 65-108) and 

each gesture representing one “entire thought” (p. 57). For example: a “lowered brow 

signifies retention, repulsion” (p. 77), a hand raised with palm facing front and splayed 

fingers pointing upward indicates “exasperation” (p. 94), and a straight leg in front with 

the other extended straight behind, toes only touching the ground estabhshes “vehemence”

(p. 102).

Gesture movement was also mapped out to achieve effects that characterized “the 

manifestations of the soul, the mind and the hfe”; represented respectively by “direct, 

circular and oblique inflections” (Delaumosne, 1893, p. 114). Delsarte claimed to have 

based his observations on “countless examples” of observations of people in everyday 

situations (Delsarte, 1893, p. 409). His observations also were of a self-reflective nature.
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stemming from his own experience of shifting attitudes, as he manipulated his own 

movements (p. 431). Although at times his descriptions seem to fit more of a 

contemporary (for the times) notion of aesthetics, there is logic behind his codification, 

based upon the dynamics of human communication.

Modem actor-training theorists tend to consider Delsarte a well-intentioned thinker, 

limited by the ignorance of his time: “Perhaps if his theories of movement and gesture 

could have been combined with the early twentieth century principles of psychology then 

they might have grown into a less rigid manner of performance” (Sullivan, 1990, p. 40). 

The unconditional acceptance of the premise underlying current actor-training theory makes 

Delsarte palatable to modem theorists only if his theories can be imaginatively married to 

the current perspective. This interferes with an appreciation for the conditions that he, and 

subsequently MacKaye, ensured were in place to guarantee empathy and skill development.

A student of Delsarte, Steele MacKaye, introduced this system to North America in 

the latter part of the nineteenth century. MacKaye continued to emphasize the natural basis 

for the codification. Some of these dynamics included the obserations that the energy of the 

motivating intention is reflected in the physical manifestation of the action (Herbert, 1997, p. 

88), and that the extension of the action wül also be reflected in this initiating motivation (p. 

99). Like Delsarte, MacKaye was striving to achieve - through a very specific cataloguing 

of gesture, body positions, and movement pattems - a form of stage presentation that could 

reflect the observable characteristics and dynamics of human communication.

The assumption that the student’s movement quality (while trying to present 

character) would fall primarily under the influence of the student’s own movement 

idiosyncrasies (p. 101) did not recognize the influence of the inherent level of non

spontaneity in the performance situation. It did however (if perhaps by default) help the 

student overcome the natural reaction to this circumstance by providing an excuse for the 

apphcadon of substitute behaviour that would suppress these impulses.
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Both Delsarte and MacKaye must be given credit for meeting necessary conditions 

for both skill development and empathie conditions through criteria and circumstance 

comparability in both training and performance situations. Although they intended to 

achieve a result that could be associated with observable communication dynamics, there is 

no indication of awareness as to the quality of relationship pattems between verbal and 

nonverbal indicators as determined by the level of spontaneity inherent in situations.

The difference between the Delsarte/MacKaye approach and the approach advocated 

in this current study is in this study’s focus on gesture timing (as it falls under the influence 

of varying levels of spontaneity), rather than on specific gesture size and shape.

Failure of Modem “Non-Realistic” Approaches to Meet Conditions

Vsevolod Meyerhold, in early twentieth century Russia, was at the vanguard of an 

approach that digressed from trying to reproduce “realistic” human communication on 

stage. Freed up from the belief that acting should try to represent that which is recognized 

as the “universal” quality of day-to-day communication, he began to search for a deeper 

symbolic form of communication based upon a physical quahty (including movement 

pattems) that would begin and end with specific textual units. These units of physical 

expression would have profound meaning to the specific verbal reference, but would have 

no further extended associations attached to them. He believed that “every movement is a 

hieroglyph with its own peculiar meaning” (Meyerhold, 1991, p. 200). Meyerhold called 

his approach “biomechanics” (p. 197).

The student would leam to execute “instantaneously those tasks, which are, dictated 

extemally” with “precision of movement in the quickest possible realization of the 

objective” (Meyerhold, 1991, p. 198). The success of an actor depended upon “the artful 

juxtaposing of acting and pre-acting” (p. 205). “Pre-acting” referred to a physicahty that 

the audience perceived before the vocal utterance, indicating to the spectator the full 

resolution of the action prior to the scene, thus relieving the spectator of “the effort”
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needed “to grasp the underlying message of the scene” (p. 206). Meyerhold did not 

codify his system (Hoover, 1974, p. 75), as any physical movements or shapes that were 

developed were not considered relevant to any other unit of text than that for which they 

were originally designed. Characteristic of an actor employing the principles of 

Meyerhold’s theory would be the pronounced contrast between movement and pauses. The 

gesture that succeeded the pause did not appear “spontaneous, but was always deliberate 

and significant” (Leach, 1989, p. 60).

Meyerhold’s theory has evolved through the work of more recent theorists. And 

although specific methods of approach (and vision, with regard to the effect of the final 

product) vary, there remains a search for a profound and recognizable form of 

communication that can strike “an identical chord in everyone” (HeUpem, 1977, p. 26).

Maintaining an aversion to the setting of universally specific criteria for 

verbal/nonverbal communication dynamics, these theorists share a belief that a preparatory 

training period consisting of vigorous physical (as weU as psychological) training regimes 

can be designed to unlock the student’s capacity to dissolve “realistic” pattems of 

communication; and uncover and implement a re-discovered, all-encompassing physicahty.

Jerzy Grotowski wrote that if the body “restricts itself to demonstrating what it is - 

something that any average person can do - then it is not an obedient instrument capable of 

performing a spiritual act” (Grotowski, 1968, p. 33). The actor must “construct his own 

psycho-analytic language of sounds and gestures” (p. 35). Through the application of this 

“language” emotions would be encouraged “to react naturally” through a physical 

manipulation (Richards, 1995, p. 68). This language, to be discovered, is one that 

transcends “the collective subconscious . . .  the myths which . . .  are inherited through 

one’s blood, religion, culture and climate.” Through the destruction of these “collective 

complexes” the actor wiU end up with “representation collectives” (Grotowski, 1968, p. 

42).
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As with Meyerhold, Grotowski’s theories depend upon a stripping down of 

personal movement characteristics through disciplined exercises. The actor wiU recognize 

this state that “defies rational analysis” (Grotowski, 1968, p. 42), once personal behaviour 

has been suppressed; for “it is not a matter of learning new things, but rather of ridding 

oneself of old habits” (p. 128), and ehminating the barriers to total engagement of all 

“psycho-physical resources” (p. 209). He hoped to discover “an elementary language of 

signs and sounds - comprehensible beyond the semantic value of the word, even to a person 

who does not understand the language in which the play is performed” (p. 52).

Eugenio Barba, a theorist greatly influenced by Grotowski, beheves that what is 

normally referred to as “spontaneity,” is actually “nothing more than conditioned reflex.” 

His goal is to develop methods to help the actor to “kill this ‘spontaneous’ life” (Barba, 

1990). Once “the automatic reactions of daily life” are broken, the student can “create 

equivalents to them” (Barba, 1995, p. 32). This physicahty is developed and scored for a 

specific performance (Stewart, 2002, p. 46). Barba beheves that there is a cross-cultural 

from of communication that is “pre-expressive . . .  engaged prior to expression” (Watson, 

2002, p. 7). And, hke his mentor, does not beheve that it is possible to isolate specifics of 

this universal process (Chamberlain, 2002, p. xhi). “Physical training exercises make it 

possible for the actor to develop a new behaviour, a different way of moving, of acting and 

relating” (Barba, 1985). This new “accultured spontaneity” manifests as an “organic 

integrity” and “intention and action, body and mind, are no longer distinguishable”

(1989). Such an approach leads to the development of “training concerned with process” 

over “product-oriented training” (Watson, 1993, p. 51).

PhiUip Zarrilli attempts to awaken in the student “an embodied intuition” through 

“psychophysical training.” This “intuitive understanding” of action is activated “through 

assiduous attentiveness to the breath.” It is “not simply a form of physical training of the 

body, but a training toward an alternative bodymind awareness and consciousness” (Zarrilh, 

2002). Zarrilh writes that “an actor will be ill-equipped . . .  unless he or she is able to
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understand . . .  what is required in productions where one plays moments which are not 

motivated psychologically -  moments in which an actor’s action/gesture/posture might be 

said to ‘stand on their own” (1995a, pp. 16-17). The goal is to “actualize an image” 

through “a full-bodied connection to that image which is palpable through the actor’s body 

- from the soles of the feet through the eyes” (1995b, p. 195).

Anne Bogart “challenges actors to create a physical score that exists independently 

from the verbal expression of their characters.” The goal of this approach is “the 

alienation of conventional behaviour confronting the spectator’s eye” (Lampke, 1991).

What the above theories share is a developmental process that does not begin with 

mutually accessible criteria to both student and teacher. The criteria for performance are 

developed during the preparatory process; and remain exclusive to that specific product.

As these criteria are eventually “scored” into the performance, these approaches do 

not appear to adhere to the current premise, in its attempt to advance the notion that scripted 

circumstances in the final product will cause appropriate spontaneous reaction in the 

student. However, there exists, in these approaches, an improvisational period in which the 

participant is encouraged to react spontaneously to circumstance. Therefore the skill 

development condition of comparable circumstance is not consistently met in the training 

situation. And, as it is not possible to provide similar circumstance to the performance 

situation at this juncture in the process, there would also be an absence of mutually 

accessible criteria. Without such criteria, empathie student/teacher relations are unlikely to 

be in place for this portion of the process.

This engagement in a spontaneous process is used to establish movement pattems 

that can be transformed into criteria that wül be used for the final product. But by denying 

that it is possible to set criteria for a form of human communication (that can go deeper than 

day-to-day communication), these theorists deny the condition that could guarantee 

empathie student/teacher relations. The process begins without a common reference point. 

The student must again be placed in a situation where the instructor is all-powerful, as the
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student has no means to justify his or her perspective. A dangerous precedent has been set 

in the distribution of power, and the preparatory training period remains hazardous for the 

student.

These approaches, in the quest to break down personal boundaries in a search for 

the ultimate form of authentic expression, subject the student to the same type of danger as 

other programs which use exercises designed for an ultimate goal other than that to which 

the specific exercise is directed.

Bogart warns her participants that they wül “have to go certain places which are not 

. . .  safe physically nor emotionally” and cautions that “we can’t hire a psychiatrist” to 

“explore underneath the surface” (quoted in Lampke, 1994, p. 83). Grotowski also 

ventured into personal development areas with exercises that would engage his 

students/actors in “self-penetration” and “exposure” in order to arrive at the final goal of 

an “active acting score” (Grotowski, 1968, p. 37). In aU cases, the mechanism with which 

to “step into one another’s shoes” remains absent throughout a significant portion of the 

process. The teacher cannot sustain (no matter how well intentioned) an on going 

sensitivity to potential hazards.

Asian Traditions Meeting Necessary Conditions 

Ironically, of the above theorists, Meyerhold (1991, pp. 99,206), Barba (Barba & 

Watson, 2002, pp. 41-42), Zarrilli, 1995b, pp. 191-193) and Bogart (Lampke, 1997), have 

acknowledged the influence of specific Asian performance traditions on their work: 

traditions that do provide conditions for skill development and empathie relations.

The four traditions that they collectively cite include the Noh and Kabuki forms from 

Japan, Chinese Classical Opera, and India’s Kathakali dance theatre. A very brief look at 

these traditions can serve to emphasize the fadings of these theorists in meeting necessary 

empathie conditions. And as this current study’s proposal for an actor-training approach
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also win strive to meet these conditions, such an overview (brief as it is) can help to 

emphasize the unique nature of this study’s approach.

The Noh actor is restricted to a highly styhzed and regulated movement quality that 

can represent emotion, as well as serving to teU a literal story; relying upon a gestural 

language of symbolic movement (Wyhe-Marques, 1998, pp. 111-113). There is evidence 

in the structure of Noh performance, of an understanding of the circumstantial influence of 

the level of spontaneity. It is the understanding and manipulation of this influence, as it is 

manifested in the quality of verbal/nonverbal relationship displayed by the actor, that 

contributes to the unique character of the performance style. Six centuries ago Ze-ami, the 

“father” of Noh, outlined, in writing, all aspects of the form. These writings still serve as 

the blueprint for Noh production (Emmert, 1997, p. 65). In his writings Ze-ami advocated a 

coordination of action and speech running counter to the dynamics of “real-Ufe” 

spontaneous communication. Instead of gestural impulse preceding the verbal component, 

Ze-ami proposed that the physical movement should occur following the verbal description. 

This was done in an effort to ensure that the audience understood mentally what was to 

happen before the physical portrayal (Sekine, 1985, p. 95).

Kabuki training tries not to “tamper with or attempt to influence or to interfere with 

the individual expression” (Mitchell, 1994, p. iii), while employing those traditional 

movements and gestures that characterize the form (Kincaid, 1965, p. 37). With no 

pretense towards naturalism. Kabuki, unlike the modem forms under its influence, bases 

physicahty on observable “realistic” behaviour. “Everything i s . . .  conventionalized and 

emphasized to make a pattern for the eye and ear” (Scott, 1956, p. 169). There exists in 

Kabuki a uniform quahty of exaggeration in the performance technique (Young, 1985, p. 

185).

India’s Kathakali dance theatre depends upon criteria of physicahty, which is 

transferable throughout the repertoire, with some room for interpretation. Professional 

Kathakali teacher and dancer Mrinahni Greedharry states that:
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you leam what gestures create which feelings and moods, but they also begin to 
have meaning for you as a performer. So, I would say that understanding and 
learning the emotional resonances of the gestures is very much a part of the training. 
Bringing your own ideas to the gestures is evidence of very skillful dancing, and 
some dancers are associated with their particular interpretations. (January 24,2000)

The extensive detailing of these criteria is maintained (as with the Noh tradition)

through written text: the Natyasatra, as well as others. The Natyasatra isolates different

categories of movement into “those of the limbs, those of the face, and those of the entire

body.” Chapters are devoted to: gestural motions for hands, movements for eyes,

eyebrows, and eyelids, head positions, positions for virtually all other body parts, and

qualities of movement (i.e., different walks for different character types). Such positions

and movements are delivered with reference to their emotional significance (Richmond,

1990, p. 41).

In Chinese Classical Opera specific movements form the basis for the actor’s 

presentation just as they do in the above traditions. Hand movements are classified into 

seven grouping, which are then each sub-divided into further categories (Scott, 1956, p.

107). There are twelve specific walking styles and pattems that correspond to specific roles 

and character types (p. 116). As with the Kabuki tradition, that which is represented on 

stage makes no attempt to replicate naturalistic behaviour. There is, however, an attempt to 

represent such behaviour in a symbolic manner. Instead of sitting, characters lean against 

cushions while standing; weeping is accomplished through a slight touching of the leave to 

the eyes; laughing consists of rhythmic sounds; and anger is portrayed by stamping the feet 

and swinging the beard from side to side (Hsu, 1985, p. 107).

Unlike those methods claiming their influence, these Asian traditions meet the 

conditions for empathy, by incorporating preliminary acting exercises that share both 

criteria and circumstance with the skill performance situation. Therefore, the student and 

teacher will always have access to the same criteria for success; and wül be able to share 

perspectives. If the student fails in the performance, he or she is not dependent upon the 

teacher’s gut feeling as the sole arbiter.



126

Conclusion

What these eastern traditions do have in common with the above theorists is a 

physicahty that does not try to present an accurate representation of day-to-day 

communicative behavior. But unlike the modem theorists, each of these Asian traditions do 

claim criteria that symbohcally represent human physical behavior that is not unique to just 

one textual unit, or performance. Furthermore, the Noh, Kabuki, and Chinese Classical 

Opera traditions, have used observable human communication dynamics as a starting point 

for criteria development; whereas the modem “anti-realism” theorists, remain determined to 

unearth a “familiar” maimer of expression that is not identifiable, existing in a “pre

acting” form, and functioning independently from that which can actually be detected by the 

physical senses in “real-life” communication.

Perhaps in the Asian traditions, a growing familiarity throughout the centuries has 

accustomed the spectator to respond emotionally in a process of instantaneous association 

to stylized representation. But it is difficult to formulate an equation between this kind of 

representation and an instant and transformational reaction to a “pre-expressive” state 

indicative of an “altemative bodymind awareness and consciousness,” created through the 

constraction of an actor’s “own psycho-analytic language of sounds and gestures.”

The day-to-day communication pattems that remain consistent across culture, 

gender, and age are perhaps less conditioned and more functional than these theorists have 

concluded. For instance, research presents evidence that facial expressions are not just 

leamed, but likely are the result of a necessary physiological process. Emotions cause 

blood temperature changes in the brain. This blood temperature must remain constant. 

Therefore, facial expressions, “stereotypically” associated with certain emotions, influence 

the amount of air passing through the sinus area. The changing air volume serves to 

regulate the temperature of brain blood (Zaajonc, Murphy, & Inglehart, 1989). Such 

evidence does not strengthen theories, which define recognizable communicative reaction as
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leamed and conditioned behaviour, interfering with a deeper, more profound experience of 

communication.

Ze-ami demonstrated how ancient traditions already understood the “imiversality” 

of day-to-day communication, and used this knowledge to create a desired effect. Delsarte 

and MacKaye understood that day-today communication contained elements of urtiversality. 

Modem “non-realism” theorists, in their denial of an identifiable commonality in human 

communication - which has been shown through research to penetrate the borders of culture 

and language -  do not hold themselves accountable for the decisions they make with regard 

to the process leading to the final product. The task of gaining any degree of objectivity 

from which to judge the effectiveness of either training or performance in these approaches 

becomes problematic when participants describe the experience as: “I am taken by the 

stream, and what happens in me during the performance I cannot speak about because I 

have no memory of it” (Watson, 2002, p. 86). It becomes impossible to determine if the 

teacher/director has achieved the desired goal, when the goal cannot be defined, and the actor 

cannot describe the process.
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CHAPTER 10 

A PROPOSAL FOR A NEW PREMISE

Establishing a New Premise 

For the premise underlying actor-training theory to encourage an empathie 

student/teacher relationship - thus encouraging a safe learning environment optimal for skill 

transference - it must accommodate evidence that contradicts the equality of the influencing 

circumstances of “real” and “scripted” life. This new premise would therefore 

acknowledge that the actual present circumstance governing the delivery of memorized, 

scripted text is inherently different from the circumstances governing “real-Ufe” action and 

interaction. This would allow for the recognition that the actual circumstance of “non

spontaneity,” inherent the act of delivering memorized speech is also a “real-life” 

circumstance; and as such, this circumstance will tend to exert the same influence upon the 

relationship quality in the student’s verbal/nonverbal expression, as it would in comparable 

“real-life” situations.

Developing Exercises Under This New Premise 

Exercises could readily be developed that would always incorporate the 

circumstance of using memorized text, while taking the student through a detailed process 

of reproducing the verbal/nonverbal relationship pattems corresponding to different levels 

of spontaneity and emotional expression, as defined by criteria derived from actual 

observation and research studies.

The criteria - for the training approach proposed by this present study - include the 

timing relationship between verbal and nonverbal communication, as it relates to the level of 

spontaneity inherent in a specific situation. Other specific quaUties of gesture, such as size 

and shape, are left for the student to determine, under the guidance of the categories of 

gesture; “iconics,” “metaphorics,” “beats,” “cohesives,” “deictics” (McNeil, 1992, pp.
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12-18). And since specific size and shape are often indicative of imagery (as in “iconics”), 

the student, by designing these qualities, wül be making them as unique to the character as 

they would be to the individual in “real-life.” Criteria for verbal/nonverbal timing - as it 

relates to the level of spontaneity inherent in the scripted circumstance - would be textuaHy 

transferable whUe gesture shape/size determination would be textually specific.

It is this “timing” relationship that has been demonstrated, by research, to be a 

universally recognizable component of human communication. And, because this 

relationship represents the level of spontaneity in the circumstance, it is this identifiable 

component that falls so easüy under the influence of the non-spontaneous performance 

circumstance of speaking memorized text.

When criteria for “real-life” behaviour has been established and accepted by both 

the teacher and the smdent, and the actual present circumstances in the performance 

situation has been acknowledged, it becomes possible to develop preparatory exercises to 

belp the smdent meet the criteria in the training simation, whüe functioning under the same 

circumstances inherent in the skill performance situation. The smdent's work - in both 

training and performance simations - could be judged according to standards applicable to 

both situations.

The following Appendices consist of representative exercises, which incorporate 

criteria for spontaneity and guarantee circumstance comparabüity with the performance 

simation by always using memorized text.

Eliminating All Spontaneity Exercises

One might argue that improvisation, whüe not reflecting the circumstance of 

memorized speech (and thereby not contributing to the smdent’s abihty to control the 

behaviour reaction to this circumstance), could be used to demonstrate the acmal 

verbal/nonverbal reaction to spontaneity. Research has shown that “real-life” 

communicative behaviour encompasses the gamut of levels of spontaneity. Different
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pattems in the verbal/nonverbal timing relationship (as well as gesture quality changes) 

reflect these shifting levels, aU contributing to the general appearance of “real-life” 

interaction. Improvisation can only illustrate the very highest level of spontaneity, as it 

involves none of the pre-planned, agenda motivated, actions and speech that occur in “real- 

life” interaction.

The student would gain much more insight into the actual appearance of “real-life” 

interaction by watching film or video clips of individuals communicating during “real-life” 

situations, under varying circusmantces. As weU, the self-consciousness, and pressure to 

succeed in a classroom situation, would not be conducive to reproducing realistically the 

changing dynamics of “realistic” interaction.

There would also be the danger that the student might begin to draw a circumstantial 

equation between spontaneous and scripted, memorized speech, due to the fact that the 

circumstance of spontaneity is being introduced into a training situation that is meant to 

mirror the circumstance of skill performance. Thus, the premise, responsible for the current 

actor-training situation, would again exert its influence upon the process.

Perhaps it can be argued that exercises designed to promote the expression of 

personal emotion wül lead to freer expression of true emotion on stage. Sonia Moore has 

written that the “quality of an actor’s performance depends upon the sincerity of his 

emotion. The actor must live true emotions” (1979, p. 64). And Sanford Meisner says 

that one “can’t fake emotion. It immediately exposes the fact that you ain’t got it” 

(LongweU & Meisner, 1987, p. 87). Concerns over insincerity, through attempts to 

consciously reproduce communication dynamics, might be aUayed by studies which have 

shown that the detailed reproduction of the characteristics of emotional expression is 

indiscernible from the real thing (Zuckerman & Larrance, 1979; Zuckerman, HaU, DeFrank, 

& Rosenthal, 1976; R Cacioppo, Petty, Losch, & Kim, 1986).

It is believed that an individual’s personal emotional growth can generally enhance 

learning (Damasio, 1994, pp. 159-160; Panksepp, 1994, p. 225). This argument might be
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used to justify preserving a psychotherapeutic component in the actor-training environment 

But self-development should be no more applicable (and be given no greater priority in the 

training process) for learning acting, than for learning any other practical skiU. Besides, this 

enhancement would be much more effectively (and safely) achieved in an environment that 

actually supports this goal as an end product.

Conclusion

When one recognizes the inherent non-spontaneous circumstance of performing 

with memorized text, it becomes more difficult to justify preparatory exercises directed 

towards developing personal spontaneity. There seems no direct evidence that such 

enhancement can lead directly to practical acting skill development. Evidence does suggest, 

however, that approaches, which advocate spontaneity development, have problems meeting 

conditions for practical skiU development.
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CHAPTER 11 

CONCLUSION

A Guarantee for Empathy 

By strict adherence to criteria and circumstance, applicable to both training and 

performance situations, an empathie relationship between student and teacher can be 

established and maintained. This ensures shared responsibihty in a training process that 

also guarantees these conditions in their necessary contribution to practical skill 

development. Even if there existed a personal dislike, neither party could escape the 

mechanism through which they would be able appreciate the other’s situation, as it relates to 

skiU development. Under this alternate premise, it seems more likely that any initial friction 

would begin to dissipate through this sharing of perspective. Alternately, under the current 

premise, an initial liking could easily transform into resentment or fear, as both student and 

teacher are denied means to reach a common understanding. An appreciation of perspective 

will minimize the dangers that could arise in a learning environment where the teacher has 

no way of tmderstanding (through shared perspective) the negative emotional and 

psychological impact the training may be having on the student.

Audience/character empathy is quite likely to be established and maintained as long 

as the student manifests the appropriate (to scripted circumstance) verbal/nonverbal 

relationship quality. Numerous research studies bear out this phenomenon, as well as 

supporting the emotional alienation reaction that occurs in the presence of “inappropriate” 

pattems. Whether or not the student experiences an actual empathie emotional engagement 

with the character becomes a moot point, as the empathie reaction of the audience is assured 

through the appropriately replicated universal verbal/nonverbal communication pattems.

There is a strong chance, however, that the student wül experience an authentic 

empathie emotional reaction to the character being portrayed. Just as the spectator - 

responding to his or her own initial impulses to mimic the actor’s nonverbal display - will
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begin to experience an empathie emotional reaction to the performance, so might the 

performer begin to experience a similar reaction through reproducing appropriate 

verb/nonverbal relationship pattems to the character’s scripted circumstances. A mirroring 

of movement will strengthen the empathie connection (Bush, et al. 1989, Davis, 1985, p. 63; 

Schmais & Schmais, 1983), and this “posed” emotion can lead to the actual feeling of that 

emotion in the “poser” (Cacioppo, et al. 1986; Lanzetta, Cartwright-Smith, & Kleck, 1976; 

Kleinke, Peterson, & Rutledge, 1998; Vaughan & Lanzetta, 1981; Zaajonc, Murphy, & 

Inglehart, 1989).

Under current training programs, the conscious association of personal emotion, and 

experience, manipulate the smdent into an egocentric perspective that prevents an empathie 

reaction to the character being portrayed. Stratos Constantinidis claims that many 

approaches under the influence of the current premise are “empathie” in nature, as they 

involve the “merging” between actor and character through personal emotional association 

and cognitive understanding (1988). Although such a classification appears to contain both 

the emotional and cognitive components necessary for empathie relations, the conscious 

attempt to transfer personal emotional experience into scripted simations while “rehving” 

this personal emotional experience (as advocated by current approaches) bears more 

resemblance to projection, in which “the thoughts and feelings of the self are attributed to 

the other” (Dymond, 1950), than to empathy, where one maintains “separate feelings 

. . .  from those sensed and shared” (Keefe, 1979).

Conjecture on Reluctance to Abandon Current Exercises

According to Derek Koehler;
perceptions of relevant evidence and of the problem or decision itself are guided by 
the hypothesis. . .  selective omission of filhng in of information tends to take place 
. . .  TTiis view, once established , is characterized by a kind of inertia. . .  This inertia 
can potentially spill over into subsequent information search. (1991)

Because the current premise has remained unchallenged, the hypothesis that it has

spawned has also gone unchallenged, and is now the paradigm that has restricted the
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perspectives of actor training theorists. There has developed an “inertia” that discourages 

the recognition of what might otherwise be considered sound logic based upon obvious 

evidence. Even though inconsistencies are abundant, the idea that students must develop 

“real-life” skills to develop acting skill - since “real-life” functioning equates with 

“scripted” functioning - remains fixed, prompting theorists to search for the ultimate “real- 

life” enhancing exercise that can guarantee consistency in performance. “It can be 

unreasonable to reconsider an irrationally strong belief precisely because of the inertial 

force behind it” (Owens, 1999). There may be other factors as well that encourage the 

current perspective.

Some psychotherapists beheve that, as a result of living in a society that does not 

condone a healthy level of emotional expression, a great many individuals are harboring 

trauma that is pressing subconsciously towards resolution (Goldberg, 1970, pp. 21-25; 

Maroda, 1991, p. 75). Actor-training situations, by placing such a strong emphasis upon 

exercises of a psychotherapeutic nature, are exposing students (willing or otherwise) to a 

process that might begin to reheve a stress that, while remaining outside conscious 

awareness, may have been exerting a strong negative influence in the student’s personal hfe. 

Once the student has had sustained contact with this feeing of release, it might be difficult to 

abandon the process.

Another possible contributing reason for reluctance of students and teachers to 

relinquish the current approach to training is the contrast in the patience required to 

undertake a process that encourages one to be oneself (just as one is, only more so), to the 

patience needed to master a process of practical behavior substitution. Because current 

approaches do not include such substitution, there is no required lengthy (and often 

monotonous) prachce component. As Noice and Noice have implied: it is generally 

accepted that the acting student leams by doing the task (1997, pp. xvi-xvh). This 

reluctance might be compounded by an assumption that the student is being asked to leam a
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task -  communicative behaviour -  that the student has (with regard to surface appearances) 

already been performing successfully throughout a lifetime.

A New Challenge for the Student 

As with any skill development program, the process of teaching the body to respond 

automatically - in a manner differently to how it would naturally respond to certain 

circumstances - is a process that must begin slowly and awkwardly.

The current premise, has led to an expectation that “appropriate” emotional reaction 

win occur spontaneously once the non-direcdy related preparatory tasks that make up the 

training period have been completed. Other artistic disciplines anticipate a gradual period of 

development in which the student gains conscious control over natural impulses, by 

substituting altemative behaviour. It is necessarily an extended process (Anderson, 1982) 

which, over the course of a lengthy practice period, wül allow for automatic skQl access 

(Ackerman, 1988; Anderson, 1982; Fitts, 1964, p. 277; Harmon, & Miller, 1968, pp. 344- 

345; Krampe & Ericson, 1996; Smethurst & Carson, 2001).

Just as learning other practical skills require the combination of a number of 

components, so does actor training. Engaging in a number of different exercises, in order to 

develop the student’s abüity to consciously reproduce different components of the 

communication process, wül not limit the student’s abihty to eventuaUy gain automatic 

control of ah these skiU components, as long as those exercises share the criteria and 

circumstance of the skül performance situation. Sufficient practice, accompanied by 

appropriate amounts of feedback, wül eventuaUy ahow the student to automaticaUy access ah 

“subroutines” (Fitts, 1964, p. 282).

The final goal is the automatic activation of substituted behaviour. Practice “causes 

these storage and retrieval operations to speed up to the point where, on an absolute scale, 

access times are less than a second” (Chase & Ericsson, 1981). “All famüiar movements .

.. are based on memorized pattems” (Latash, 1993, p. 308), and those that make up
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conscious reproduction of “realistic” appearing communicative behaviour will eventually 

become equally “familiar” to the student. The exercises in the Appendices include 

“subroutines” that all contribute to the final task -  acting - and can be eventually performed 

automatically and simultaneously. With sufficient practice, the act of monitoring this 

“new” behavior wiU pose no threat to the flow of the student’s performance, as the error 

detection capabüity can be engaged, even before the error has manifested itself (Swinnen, et 

al. 1990).

The continued practice of these new “subtasks” (aU contributing to the 

performance of the final task) will eventually become a “chain of automatic processes” that 

place no strain on “control-processing resources.” In other words, the student’s capacity 

to monitor behaviour while engaging in the skill performance will remain non-compromised 

regardless as to “the complexity of an automatic-processing sequence”: a complexity with 

unlimited potential for expansion (Fisk & Schneider, 1983).

A very deliberate cognitive engagement, as advocated by many current approaches 

- by conscious association with personal experience - prevents automatic responsiveness 

even after extensive practice (Schneider & Fisk, 1982). Physical hehavioural substitution, 

through practice, wiU lead to the development of an “analogue in the memory representing 

an idealized motor pattern and a function reflecting the existing external conditions” which 

wül allow the student to perform “without conscious tracking” (Latash, p. 303). Even 

assuming, for a moment (and contrary to evidence), that current approaches could “jump- 

start” the emotionally spontaneous and authentic reaction of the student to scripted 

circumstance, this subjective participation in the action would prevent the student’s accurate 

appraisal of the performance whüe participating in the action (Jones & Nisbett, 1971, p. 9). 

And control of technique would stül remain impossible.

By participating in a process, which includes the necessary conditions for .skill 

development, the student wül gain, through disciplined practice, the ability to consciously 

monitor and development technique. Is this not preferable to a process that leaves the
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student dependant upon a spontaneous generation of talent, through some form of 

“triggering” activity? How can one improve what one is doing if one has no concrete idea 

as to how one is doing it?

Of course it is possible to develop impeccable acting technique without ever 

engaging in a disciplined actor-training program that meets the conditions for skiU 

development. The fact that such a program does not seem to exist, and yet there are many 

actors who demonstrate consistently appropriate behavioural reaction to scripted 

circumstance whüe acting with memorized speech, confirms this fact.

But this can be said to be true of any skill. Many musicians are self-taught through 

trial and error, and have become skilled with no formal musical training or knowledge of 

theory. But these would be considered exceptions in the discipline. It is unlikely that an 

artistic medium, such as music, would deny those, with passion for the art, access to a 

training program that could lead to the practical mastery of the skül; and permit only those 

who had somehow “intuitively” leamed it, the opportunity to practice it.

Security in skül performance can grow with technical control. It can provide an 

environment conducive to individual creation. The luxury of being able to return to the 

safety of an “appropriate” representation of circumstantial response can aUow the 

practitioner to step outside the structure to create effect, without compromising the final skiU 

performance goal. Through the ability to monitor and control technique, the student can 

eliminate the “stage fright” that “besets actors at all levels of theatre work” (Kahan, 1991, 

p. 332); and leam to create with confidence.

Actor training goals would no longer be synonymous with a “joumey of self- 

discovery . . .  exploration and self-knowledge” (National Theatre School of Canada, 2003), 

but rather, with the student’s conscious learning of practical skiUs necessary to bringing 

about an anticipated specific emotion response reaction in the spectator.
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In Relation to Personal Narrative 

Practice of exercise routines that mirror criteria and circumstance in the performing 

situation was challenging for me at first. Jean Paul Destrubé lost half the class when these 

students found out they would be required to do the same thing over and over again, with no 

immediately observable gain. Having been indoctrinated for a year and a half into an 

approach that guaranteed spontaneous and appropriate reaction to scripted circumstance, 

they viewed this new approach as unnecessary, and unjustifiably time-consuming. They felt 

it was interrupting their progress in becoming accomplished actors. Perhaps if 1 had not 

experienced so much frustration in trying to incorporate “inner” exercises, I too would 

have felt that my time was being wasted. The immediate emotional results experienced 

through releasing personal pent-up emotions, contrast dramatically with the monotony of 

repeating over, and over again, the same verbal/gestural exercise routines.

My experience of watching the failure of professional actors, skilled in both 

improvisation and script-acting, to automatically transfer (in a production incorporating both 

disciplines) the spontaneous qualities of improvisation onto their scripted acting, vahdates 

Jean Paul’s claim that a foundation in improvisation base does not necessarily provide a 

direct path to practical acting skill development.

Perseverance has demonstrated to me that the investment of time and patience 

necessary to the success of the exercises (incorporating criteria and circumstance 

transferable to the performance situation) is well worth it. The logic behind the approach 

has proved soimd; and can be backed up by research into skill development. 1 have been 

fortunate to have had teachers who were able to clearly explain, through actual 

demonstration, how these exercises related directly to the final product. The instructions 

were always straight forward, and the exercises never proved too physically demanding, as 

they did not exceed what one would normally encounter in day-to-day “reahstic” 

interaction.
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As research predicts, I have been able to layer exercise upon exercise, eventually not 

loosing any of the dexterity gained in any one particular exercise. Continued practice has 

made them so familiar as to seem almost spontaneously applied during performance. But 

there always remains a conscious awareness of physical engagement (as it relates to speech) 

that can allow for adjustment to the behaviour.

Although my representations of “real-life” behaviour appear to convey that which I 

intend, I know there is stiU so much more to represent. Once I identify and gain an 

understanding of one aspect of verbal/nonverbal behaviour, I become aware of another. The 

subtleties in the relationship of human verbal/nonverbal communication seem endless. 

Therefore the limits to which I can consciously develop my art are boundless. This 

represents for me a challenge worth pursuing. I can measure my growth with the criteria of 

“real-life” behaviour.

My experience of the “inner” approach has never indicated to me that I was ever in 

control of the development of my craft. It either spontaneously appeared, or it did not.

There was never a standard from which I could monitor my success, apart from the 

subjective reaction of a teacher, director, critic, or audience member.

The idea of “talent” has become meaningless. My only limitations to development 

now are time and initiative. I can understand why I was unable, through mental association 

and conscious imaging, to bring about the spontaneous transfer my own experience into the 

hfe of the character 1 was playing. This was a cognitive task, and cognitive tasks can never 

become automatic.

An unexpected benefit is freedom to “create” on stage. It becomes easier to take 

chances, knowing that guidelines - estabhshed by criteria - will prevent me from shpping 

into behaviour that wiU ahenate an audience and break the empathie connection. No less 

exciting, is the actual emotional connection that is so often develops with the character. This 

empathie (rather than personal) association leaves me with a feeling of hghtness and 

renewed energy that stands in stark contrast against the “angst” that I used to generate in
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my implementation of an “inner” approach, hoping to bring about the spontaneity that 

never seemed to arrive.
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APPENDIX A

Introduction to Exercises

Although the first four following exercises have already been “analyzed” it is 
important for the student to understand the approach to this analysis, and how it has relates 
to the development of the exercise.

The script segments have been broken into phrases that are accompanied by four 
quality-defining categories. These include: emotion, intention, action verb, and gesture.

• Emotion: is chosen from one of the four basic emotions of anger, sadness, joy, and 
fear.

• Intention: is what motivates the expression of emotion. Intention is written as an 
infinitive (i.e. to deceive). The infinitive impUes a desire that has yet to be fulfilled.

• Action Verb: is what the speaker (or listener) does to satisfy the intention. It is 
written in the present tense (i.e., evades), as it is what the character is doing in the 
present moment (either verbal or nonverbal). The action verb is the component that 
most strongly influences the determination of the level of spontaneity to be 
represented.

• Gesmre: is the physical representation of the action verb. Although the creation of 
this gesture should come from the student’s imagination, the determination of 
gesture quality can be influenced by category guidelines, such as those defined by 
McNeil (1992, pp. 12-18). The level of spontaneity, as determined through the 
action verb, would evenmaUy be reflected in the timing relationship between the 
gesture and the spoken word or phrase. The quality of timing (as it relates to 
spontaneity) could be derived from the previously cited references on 
verbal/nonverbal communication.

The four exercises that follow do not specifically identify the level of spontaneity or the 
category of gesmre. Rather they represent an introductory process that uses an average 
level of spontaneity in day-to-day speech; in which the gesture begins slightly before the 
word and ends at the end of the word. The gesture categories, if they were defined, would 
be derived from “iconics,” “metaphorics,” “cohesives,” and “deictics” (1992, pp. 12- 
18). Because the purpose of these exercises is to interrupt the namral response to speaking 
memorized text there is no application of “beat” gesmres, as these occur in “real-life” 
when one is speaking from memorized text (or from a pre-conceived agenda).
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If category of gesture, and varying levels of spontaneity, were included into the
exercises, the following phrase (taken from the first exercise) would indicate how this could
be laid out:
to bring out of those 
Emotion: anger
Intention: to bring hstener back to reahty
Action Verb: jolts
Level ofSpont: medium - gesture begins before word, ends at conclusion of word 
Gestures:
to bring (iconic): extend hands out and back (stiU in claws)
out (iconic): right hand puUs away from left, out to the side, fist closing
of (metaphoric): left hand drops down, palm forward
those (deictic): right arm and hand sweep in front, wrist bent, palm forward

This exercise, and those that follow, are not to be initially entered into with the idea 

that the speeches and scenes should closely resemble “realistic” behaviour. The exercises 

are based upon universal patterns of expression but the student will need to initially practice 

them in a very deUberate and controlled (almost mechanical) manner.

The exercises below are condensed. A five-minute scene would encompass some 

thirty pages. The scenes following will need to be increasingly expanded in order to give 

the student the necessary experience in sustaining technical control over time.

Although strict adherence to the specifics of the “subroutines” is optimal for 

practical skill development in the initial stages of training, the student should understand that 

once this process has been successfully apphed to a number of scenes and monologues, it 

will eventually become less essential to apply this “breakdown” verbatim to every phrase, 

in every script, the student wiU encounter throughout his or her career.

A “chain of automatic processes” (Fisk & Schneider, 1983) can be activated by 

stimuh; in this case the speaking of memorized text. While dehvering memorized text, the 

student will develop a physical awareness as to how it feels to be speaking when an action 

verb is colouring the dehvery of lines, and when an emotional state is present. Certain facial 

muscles are engaged and there wül eventually be a conscious retention of awareness of this 

muscular engagement. The student will also eventually develop an awareness of sustained 

gestural expression, and its frequency, as it becomes associated with specific emotional
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states and intentions. When one of the “subroutines” is not being automatically activated, 

this awareness wül alert the student and cause an instantaneous correction to be made.

A side benefit to gaining an in-depth knowledge, through these exercises, wiU be the 

student’s conscious awareness of communication dynamics as they occur in the day-to-day 

experience of life. These dynamics are so second nature that they virtually go unnoticed. 

This gained awareness wül provide a limitless supply of verbal/nonverbal characteristics, 

which wiU eventuaUy find its way appropriately into the various characters the student wül 

find himself, or herself, performing.

Because the “subroutines” consist of verbal/nonverbal patterns that are already 

familiar to the student on a subconscious level, the body wül go through a relatively short 

period of adjustment in using these patterns as substitute behaviour. As such, the acting 

student has an advantage over a student in another artistic discipline, which might involve 

training the body to manipulate itself into unfamiliar movements.
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APPENDIX B 

Exercise 1

Verbal/Nonverbal Monologue: One Gesture Per Word

This exercise is designed to help the student learn to consciously monitor physical 

expression during every moment on stage. By learning a gesture for every word, the 

student works toward monitoring physicahty throughout all vocal delivery. The script is 

broken into phrase “units” that fall within the guidelines of the two to five second 

intentional and emotional renewals, as determined by research.

1) The student says the memorized lines with gestures only. The student should 

begin by starting and finishing each separate gesture before saying the 

associated word. This wül serve to deliberately interrupt the body’s impulse to 

place the gesture rhythmically on the spoken syllables. It wül also help to 

develop the awareness of concentration upon the complete gesture from start to 

finish. When the gesture is completed, the student wiU freeze the gesture in 

place, say the associated word, and move on to the next gesture. This process 

should be continued untü the student has effectively memorized aU words and aU 

gestures, at which point the student wiU then move on to the second step.

2) The student foUows the above procedure, adding the typical facial and vocal 

qualities that would define the basic emotion that is associated with the phrase. 

When completely familiar with each emotional expression as it relates to each 

phrase -  in other words, when it becomes “automatic” - the student will then 

move on to the next step.

3) The student foUows the procedure in the previous step, adding the vocal 

inflection that indicates the quality of action. The “stereotypical” expression of 

emotion that accompanied the second step wül now take on the colouring of the 

“action verb.” The student should find that it is the “action verb” and 

“intention” that give emotional expression such variety. The four basic
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emotions, when coloured by “action” can create the subtleties of emotional 

expression. This step wiU be repeated until the exercise becomes automatic.

4) Once the previous steps become automatic, the student can start to “overlap” 

verbal and gestural expression by beginning the gesture shortly after the 

commencement of the spoken word. This will begin to give the speech a more 

“natural” appearance, and it will also accustom the student to becoming 

consciously aware of monitoring all three subtasks -  speech, action verb, and 

gesture -  at the same time. The student will continue the exercise until it can be 

repeated automatically and accurately.

5) Having gained automatic functioning for all combined sub tasks, the student 

can now begin to “blend” gestures to make them even more flowing and 

“natural” appearing. Rather than completing each gesture as a singe unit, prior 

to concluding the gesture, the student will move one gesture into the next. The 

focus will be placed upon beginning the initial gesture before the beginning of 

the first word and ending the final gesture upon the ending of the final word.

The gestural movement between the first and last words wül then consist of one 

uninterrupted movement sequence.

The following speech is taken from The Libation Bearers by Aeschylus (trans. 1959, lines 
400-405).

The Chorus

Choms: It is but law.
Emotion: anger
Intention: to get the Hsteners attention
Action Verb: declares
Gestures:
It: right arm and index finger point high up
is: left arm out to side, palm up
but: right arm and hand slash down in front
law: light fist smashes left palm

that when the red drops have been spilled upon the earth.
Emotion: fear
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Intention;
Action Verb:
Gestures:
that :
when:
the red:
drops:
have:
been:
spilled:
upon:
the ground:

to ward off 
warns

right hand gestures to front side, palm up 
left elbow bends so hand goes up 
both arms straight down in front, palms forward 
index and thumb tips of each hand come together, elbows bend 
rotate arms up, leaving fingers in same position 
arms lower, gesture behind to right 
left arm sweeps out in front and down 
bring right arm in front, palm facing floor 
left hand joins right, they separate moving in circular fashion

they cry aloud for fresh blood. 
Emotion:
Intention:
Action Verb:
Gestures: 
they: 
cry: 
aloud: 
for: 
fresh: 
blood:

anger 
to avenge 
incites

right index finger stabs forward and sweeps to the right
left fingers flip forward from under the chin
arms above head, fists clenched, elbows partially bent
arms extend higher, fingers extend
knuckles come together in front of body
right fist pulls back and points down

For the death act call out on fury
Emotion:
Intention:
Action Verb: 
Gestures:
For:
the death:
act:
calls:
out:
on:
fury:

to bring out of those 
Emotion:
Intention:
Action Verb:
Gestures:
to bring:
out:
of:
those:

joy
to fulfill the inevitable 
exhalts

left arm raises in front, parallel to floor, fingers straight, palm down
left arm and hand move across throat to the left
both arms extend straight out to the sides
left arm and hand beckon in towards chest
left arm extends straight out and up, palm down
both hands come in with palms placed on upper chest
hands extend out in claws, pahns facing body

anger
to bring listener back to reality 
jolts

extend hands out and back (still in claws)
right hand pulls away from left, out to the side, fist closing
left hand drops down, pahn forward
right arm and hand sweep in front, wrist bent, palm forward

who were slain before.
Emotion: grief
Intention: to gain sympathy
Action Verb: grieves
Gestures:
who: left elbow bends so fingers point up, right palm placed on left elbow



165

were:
slain;
before:

hugs oneself, left arm over right arm 
right fist moves inside left palm 
hands lower, still clasped, head lowers too

new ruin on ruin accomplished.
anger 
to destroy 
curses

Emotion: 
Intention: 
Action Verb: 
Gestures: 
new: 
ruin: 
on: 
ruin:
accomplished:

punch air with right fist
hands go to head in clasping movement
left fist pulls back up and behind, right arm reaches forward
hands go to head, clasping
arms drop to sides, then stillness
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APPENDIX C 

Exercise 2

Verbal/Nonverbal Scene: One Gesture Per Word

This exercise employs one gesture per word for the speaker, and one gesture for 

each silent reaction of the hstener. The student gains experience in extended monitoring of 

motivated reactions that do not lead to speech, as well as motivated actions that lead to 

speech. Again, the time frame for renewal of emotional impulse and action, falls within the 

two to five second time frame established by research.

The hstener in this exercise wül participate in the same process as when 

speaking. The only difference is that the emotion, intention, and action verb give rise only to 

an initial gesture. The anticipated verbal expression is given the appearance of being pre

empted by the speaker continuing on with another phrase.

Because this is a two-person exercise, prior to Step 4 each student will need to wait 

until the other has finished either speaking or reacting before proceeding with the following 

phrase or reaction.

As with the previous monologue, this scene will be done in stages.

1) The student says the memorized hnes with gestures only; gesture occurring after 

the word is completed.

2) The student adds to the above a basic emotion.

3) The student adds to the above, the vocal inflection that indicates the quahty of 

action verb.

4) The student can begin to “overlap” verbal and gestural expression by 

beginning the gesture shortly after the commencement of the spoken word.

5) Having gained automatic functioning for all combined sub tasks, the student 

can now begin to “blend” gestures.

6) As the exercise is repeated, and the students gain automatic control, the 

“reaction only” segments that have been, until now, separated by spoken
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phrases, will be applied during the speakers delivery, creating the appearance of 

an uninterrupted exchange of verbal and physical communication.

The following scene (edited) is taken from Act Two, scene two in 
Macbeth by William Shakespeare

Macbeth and Lady Macbeth

LM: My Husband!
Emotion; joy
Intention: To welcome him
Action Verb: anticipates 
Gestures:
My: touches chest with right hand
husband: arms reach out to M

M: I have done the deed.
Emotion: anger
Intention: to make her feel guilty
Action Verb: rebukes
Gestures;
I: steps forward and hits chest with right fist
have: left hand opens and arcs downwards
done: left hand clenches
the deed: right arm bends upwards and right thumb gestures behind himself

LM: (reaction only)
Emotion: fear
Intention: to protect herself
Action Verb: retreats
Gestures: both hands clasp together in front of chest

M: Didst thou not hear a noise?
Emotion: fear
Intention: to find out if others might be on to him
Action Verb: cowers
Gestures:
Didst: right arm bends at elbow with palm open, facing upwards
thou: left hand extends toward LM
not: shoulders hunch up and head shakes
hear: right hand moves to right ear
a noise: left fingers wriggle as hand moves upwards

LM: I heard the owls scream
Emotion: anger
Intention: to shame him
Action Verb: belittles
Gestures:
I: right hand presses on chest
Hear: first finger on left hand moves toward ear
the owls: left hand gestures over head
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scream: right hand raises upwards

M: (reaction only)
Emotion: fear
Intention: to defend himself
Action Verb: stiffens
Gestures: fists clench and posture straightens

LM: and the crickets cry.
Emotion: fear
Intention: to calm him
Action Verb: apologizes
Gestures:
And: hands lower, fingertips of both hands touching
the crickets: hands separate and gesture down in front
cry: hands closing together

M: (reaction only)
Emotion: joy
Intention: to recuperate
Action Verb: relaxes
Gestures: body slouches and right hand rubs forehead

LM: Did you not speak?
Emotion: anger
Intention: to get some answer
Action Verb: demands
Gestures:
Did: hands open and shoulders raise
you: right hand gestures towards M
not: left hand gestures, palm down
speak: right hand moves up toward mouth and flicks downward

M: When?
Emotion: fear
Intention: to hide his guilt
Action Verb: evades
Gestures:
When: right hand moves down to ehin, head perks up

LM: Now.
Emotion: fear
Intention: to feel him out
Action Verb: suspects
Gestures:
Now: arms extend and move out from sides, pahns downwards

M: As I descended?
Emotion: joy
Intention: to receive reassurance
Action Verb: hopes
Gestures:
As: steps forward, right arm and hand gesture shghtly behind
I: left fingers touch breast
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descended: both hands gesture downwards, parallel in front

LM: Ay.
Emotion: 
Intention: 
Action Verb: 
Gesture:

M: Hark!
Emotion: 
Intention: 
Action Verb: 
Gesture:

anger
to shame him 
disdains
flops hands down to sides

anger
to get her attention 
commands
left hand moves towards LM and right hand to mouth

LM: (reaction only)
Emotion: fear
Intention: to protect herself
Action Verb: freezes
Gestures: body perks and then stiffens

M: Who lies in the second chamber?
Emotion: fear
Intention: to prepare for the worst
Action Verb: dreads
Gestures:
Who: right hand moves forward away form mouth
hes: both hands move forward and down a bit
in: first finger of right hand points down
the second: first two fingers of left hand held up
chamber: both hands outhne a box in front of body

LM: Donalbain.
Emotion: fear
Intention: to calms him
Action Verb: reassures
Gesture: hands move in front and arc down, palms face down

M: This is a sorry sight.
Emotion: 
Inattention: 
Aetion Verb: 
Gestures: 
This: 
is:
a sorry: 
sight:

grief
to receive forgiveness 
beseeches

hands in front, palms up 
right fingers touch left palm 
shakes head and closes hands together 
opens palms again

LM: A foolish thought to say a sorry sight.
Emotion: 
Intention: 
Action Verb: 
Gestures;
A foohsh: 
thought:

anger
to provoke him 
insults

right hand moves up and draws a eircle by the right ear 
right fingers touch head
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to; left hand gestures out to the side
say: right hand refers to mouth
a sorry: both hands flick out from either side
sight: first finger of right hand indicates eye

M: There's one did laugh in's sleep
Emotion: grief
Intention: to win sympathy
Action Verb: pleads
Gestures:
There: right arm gestures behind 
is: right fist clenches
one: left hand points low in front as he steps backwards
did: right hand reaches out, palm up
laugh: left hand gestures up, palm open
in: right arm moves across body in front
his: right hand clasps stomach
sleep: both hands move outwards, palms down and parallel to the floor

LM: (reaction only)
Emotion: anger
Intention: to divert his focus
Action Verb: fumes
Gestures: right palm near chest, punches forward as she steps forward

M: and one cried, “Murder”
Emotion: fear
Intention: to convey the horror to her
Action Verb: panics
Gestures:
and: right wrist bends upwards
one: left first finger gestures out and down
cried: both hands move in and out in an expanding circle
murder: fists clench, arms away from body, elbows bent

LM: (reaction only)
Emotion: fear
Intention: to protect herself
Action Verb: beseeches
Gesture: both hands reach out towards M

M: that they did wake each other.
Emotion: grief
Intention: to release his remorse
Action Verb: grieves
Gestures:
That: fists unclench and shoulders raise
they: both hands gesture forwards
did: right hand gestures to the side
wake: left hand moves upwards, palm up
each: right first finger points up
other: left hand sweeps down in front

LM: (reaction only)



171

Emotion; anger
Intention: to get him to puU himself together
Action Verb: subdues
Gesture: steps forward, hands clasped in front
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APPENDIX D 

Exercise 3

Verbal/Nonverbal Monologue: One or More Gestures Per Word 

This exercise employs one or more gestures per word. It will proceed in the manner 

of Exercise 1. This time, however, the scene is designed to reflect, through shifting 

verbal/nonverbal relationship qualities, more of the varying levels of spontaneity found in 

“real-life.” When the phrase incorporates one gesture per word this will indicate a higher 

level of spontaneity than those instances where one gesture encompasses two or more 

words.

As with the previous monologue, this scene wül be done in stages, as the student 

learns to gain automatic control of the various “subtasks.”

1) The student says the memorized lines with gestures only; gesture occurring after the 

word or phrase is completed.

2) The student adds to the above a basic emotion.

3) The student adds to the above the vocal inflection that indicates the quality of action 

verb.

4) The student can begin to “overlap” verbal and gestural expression by beginning 

the gesture shortly after the commencement of the spoken word.

5) Having gained automatic functioning for all combined sub tasks, the student 

can now begin to “blend” gestures.

The following speech (edited) is taken from Orestes by Euripides (trans. 1959, lines 547- 
568: edited).

Orestes

My murder of my mother was, I admit, a crime.
Emotion: joy
Intention: to win over his listeners
Action Verb: concedes
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Gestures:
My: 
murder: 
of my mother: 
was:
I admit: 
a crime:

But, in another sense, 
Emotion:
Intention:
Action Verb: 
Gestures:
But:
in another sense: 
since:
by killing her:
1 avenged; 
my father:

left palm on chest 
right hand rotates forward 
left hand gestures out front 
both hands out to sides, palms up 
both hands in, fingers on chest 
palms together in front, waist level

since by killing her I avenged my father 
anger
to gain their respect 
intimidates

right hand up, index finger pointing up 
left hand rotates forward 
right hand lowers, turns palm up 
left-hand points out diagonally in front 
right hand raises, fist clenched 
right hand points out diagonally in front

there was no crime at aU.
Emotion: joy
Intention: behttle the hsteners
Action Verb: brushes off
Gestures:
there was no crime at all both arms stretch out to the sides, 
at aU palms up, both arms raise shghtly

Listen, what else could I have done?
Emotion:
Intention:
Action Verb: 
Gestures:
Listen:
What else: 
could I: 
have done:

My father begot me, 
sewn.
Emotion:
Intention:
Action Verb: 
Gestures:
My father: 
begot me: 
my mother: 
gave me birth:
She:
was the furrow: 
in which: 
his seed: 
was sown:

anger
to make them feel guilty 
accuses

pahns turn down, arms extend tih straight out in front 
both pahns rise up and chop down on the syllables 
both hands turn in, fingers pressing on chest 
arms to sides, palms up, elbows bent

my mother gave me birth. She was the furrow in which his seed was

fear
to get back their support 
appeases

right finger points out front diagonally 
left fingers touch chest 
left finger points out front diagonally 
right fingers touch chest
left finger comes back a bit then points out front diagonally 
right hand does furrowing gesture out front 
left hand turns over, palm up and lowers, parahel to ground 
right index finger point diagonally in front, palm up 
back of right hand is placed in the up facing palm of left
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But without the father there is no birth.
Emotion: joy
Intention: to convince the hsteners
Action Verb: emphasizes
Gestures:
But without: hands open, raise up, palms out, fan out to sides
the father: fingers point up, palms turned in facing each other, elbows bent
there is: elbows straighten, bringing fingers pointing straight front
no birth: hands come down to sides

That being so I thought, I ought to stand by him, the true agent of my birth and being.
Emotion: joy
Intention: to impress the hsteners
Action Verb: boasts
Gestures:
That being so: right finger points up into the air 
I thought: left fingers touch chest
I ought: right middle finger touches chest
to stand: left hand rises into the air
by him: right hand gestures out to the side
the true agent: left fist clenches up by shoulder
of my biihi: right fist hits chest
and being: right fist hits chest once more

rather than with her who merely brought me up.
Emotion: anger
Intention: to put down Clytaemnestra
Action Verb: belittles
Gestures:
rather than with her: left first finger point out diagonally 
who merely: left hand turns over, palm up
brought me up: left hand draws in, fingers to chest

And then my mother, I blush with shame to call her thus, in a mock marriage, in the private 
right of lust, took a lover in her bed.
Emotion: anger
Intention: to turn them against Clytaemnestra
Action Verb: condemns
Gestures:
And then my mother: left fist clenches, head turns sharply to the left diagonal
I blush with shame: head lowers, turning to right, back of left hand up under chin
to call her thus: head snaps back to look towards left diagonal
in a mock marriage: hands rotate over each other moving forward
in the private rites of lust: fingers wriggle moving upwards
took a lover: fingers and hands pull in towards the chest
in her bed: fingers straight, point downwards

And I hurt myself as much as I hurt her by that admission.
Emotion: grief
Intention: to gain the listeners’ sympathy
action verb: pleads
Gestures:
And I hurt myself: right palm flat on heart
as much as I hurt her: left palm gestures towards left diagonal
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by that: 
admission:

left finger points upwards
left finger punctuates the air, on the first syllable

But I admit it. What does it matter now?
Emotion:
Intention:
Action Verb: 
Gestures:
But I: 
admit it:
What does it matter: 
now:

joy
to feel out his listeners’ sympathy 
challenges

left hand touches chest 
right hand extends forwards, palm up 
back of left hand fits into right palm 
hands move apart slightly

I killed them both, two murders, both committed for the single motive of avenging my 
father.
Emotion:
Intention:
Action Verb:
Gestures:
I:
killed them both: 
two murders: 
both committed: 
for the single motive: 
of avenging: 
my father:

joy
to impress the listeners 
boasts

fingers of both hands to chest
left hand sweeps out and up to the side
right hand extends forward, first two fingers held up
palms come together in front
left hand out front, index finger extended
left fist clenches and pulls down
right hand and arm extend diagonally out to the right

For this, you threaten me with stoning.
Emotion: 
Intention:
Action verb: 
Gestures:
For this: 
you threaten me: 
with stoning:

anger
to make them feel guilty 
accuses

left hand and index finger point down, arm by side
right arms sweeps across in front, ending with finger to chest
left elbow bends up, left hand flicks inwards on last two syllables

But in fact I did a service; a patriotic service.
Emotion: 
Intention: 
Action Verb: 
Gestures: 
But, in fact:
I:
did a service: 
a patriotic: 
service:

joy
to make them feel ashamed 
mocks

left arm raises, hand extended, shcing the air sideways 
left fingers to chest
right hand gestures out front, hand rotating so palm is up 
left arms and index finger point upwards 
right hand repeats rotating gesture

Tell me, what would happen if our women decided to adopt my mother's example.
Emotion:
Intention:
Action Verb: 
Gestures:
Tell me:
what would happen:

anger
to frighten his hsteners 
threatens

right thumb presses on chest 
left arm lowers a bit, palm up
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if our women; right hand sweeps from left to right, palm down
decided; right hand rotates so palm is up
to adopt; both hands pull in to chest
my mother's example; left finger pint diagonally to left, arm extended slightly
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APPENDIX E 

Exercise 4

Verbal/Nonverbal Scene: One or More Gestures Per Word 

This exercise employs one or more gestures per word for the speaker, and one 

gesture for each silent reaction for the listener. It wiU proceed similarly to the two-person 

scene in Exercise 2. But as with the previous monologue gestures will encompass more 

than one word. This is done again in an effort to better represent the varying levels of 

spontaneity in “real-life” communication. The scene also makes use of furniture and 

props. Two chairs are situated center stage, facing front, two feet apart. There is a music 

stand downstage right, and a small table downstage left, on which sits a tray of candies. 

There is one door upstage in the back wall, to the far stage left.

Because of the furniture and props incorporated into the scene, many of the gestures 

win be functional in quality, such as indicating furniture, or handhng objects. This exercise 

will allow the student to take another step towards giving a fully manipulated process a more 

natural looking appearance.

Again, this scene wiU be done in the same five stages, following the same procedure

and guidelines as the two-person scene using one gesture per word.

1) The student says the memorized lines with gestures only, with gestures occurring 

after the word or words (as the case may be) are completed.

2) The student adds to the above a basic emotion.

3) The student adds to the above the vocal inflection that indicates the quahty of action

verb.

4) The student can begin to “overlap” verbal and gestural expression by beginning the 

gesture shortly after the commencement of the spoken word.

5) Having gained automatic functioning for all combined sub tasks, the student 

can now begin to “blend” gestures.
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The following scene is taken from Act One of Amadeus by Peter Shaffer (1981, pp. 53- 

54).

Constanza and Saheri

CONST; Excellency!
Emotion: joy
Intention: to surprise him
Action Verb: she teases
Gestures: leans to right, hands clasped

SALIERI: (reaction only)
Emotion: fear
Intention: to open his senses
Action Verb: he starts
Gestures: lets fingers straighten, head goes back a Kttle, eyes go back in head

SALIERI: (reaction only)
Emotion: joy
Intention: to compose himself
Action Verb: he relaxes
Gestures: body relaxs while fingers touch music stand, head looks to the left

just as fingers are relaxing

SALIERI: Benvenuta.
Emotion: joy
Intention: to make her feel comfortable
Action Verb: he welcomes
Gestures: turns and clasps hands

CON ST : (reaction only)
Emotion: joy
Intention: to create a better impression
Action Verb: she offers
Gestures: turns and curtsies

SALIERI: Well
Emotion: joy
Intention: to take it aU in
Action Verb: enjoys
Gestures: rubs hands together

C ON ST : (reaction only)
Emotion: joy
Intention: to flatter him
Action Verb: she honours
Gestures: deepens curtsy

SALERI Y ou have come.
Emotion: joy
Intention: to make physical contact with her
Action Verb: he relishes
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Gestures: walks towards her with two steps and right hand extended

CON ST : I should not have done.
Emotion: fear
Intention: to get away from him without alienating him
Action Verb: she warns
Gestures: steps backwards two steps (upstage), hands flutter up

SALERI (reaction only)
Emotion: fear
Intention: to decipher her shift
Action Verb: he puzzles
Gestures: closes hands and looks at her

CON ST : My husband would be frantic if he knew.
Emotion: anger
Intention: to put him in his place
Action Verb: she threatens
Gestures: puts hands together, takes three strides together away from his back

SALERI (reaction only)
Emotion: anger
Intention: to give her a taste of her own medicine
Action Verb: he retaliates
Gestures: turns, faces, hands on hips

C ON ST : He's a very jealous man
Emotion: joy
Intention: to conspire with him
Action Verb: she flirts
Gestures: plays with fingers, looks at him as she walks forward three steps, looks

away at the end of the sentence

SALERI Are you a jealous woman?
Emotion: joy
Intention: to play along
Action Verb: he flirts
Gestures: walks towards her , hands extend to sides

CONST: Why do you ask?
Emotion: anger
Intention: to slow him down
Action Verb: she bristles
Gestures: turns and crosses arms

SALERI It's not a passion I understand.
Emotion: joy
Intention: to let her know he's available
Action Verb: he reassures
Gestures: crosses arms

CON ST : (reaction only)
Emotion: fear
Intention: to collect herself
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Action Verb; she withdraws
Gestures: turns away from him, right hand goes to mouth

SALERI You're looking even prettier than you were last night
Emotion: fear
Intention: to make amends
Action Verb: he reassures
Gestures: puts hands behind back and walks away before saying lines

CONST: (reaction only)
Emotion: fear
Intention: to figure out where he is coming from
Action Verb: assessing
Gestures: mms head to left to look at him, hands in same position

SALERIE: If I may say so
Emotion: fear
Intention: to determine her boundaries
Action Verb: He apologizes
Gestures: slight bow, hands to chest

CONST: Ta, very much.
Emotion: Joy
Intention: to reward him for backing off
Action Verb: she appreciates
Gestures: slight curtsy

SALERIE: (reaction only)
Emotion: joy
Intentions: to make her feel safe
Action Verb: he promises
Gestures: straightens up and hands descend, clasped

CONST: I brought you some manuscripts from Wolfgang
Emotion: joy
Intention: to get down to the reason she came
Action Verb: she offers hopefully
Gestures: steps forward and holds out bag

SALERIE: (reaction only)
Emotion: Fear
Intention: to make sense
Action Verb: he puzzles
Gestures: fingers straighten together, head tilts

CONST:AZ: When you see them you'll understand how right he is for a royal
appointment.
Emotion: fear
Intention: to win him back
Action Verb: she appeases
Gestures: steps forward and pulls out the manuscript

SALIERI (reaction only)
Emotion: sad
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Intention: to protect himself
Action Verb: he distances
Gestures: takes a step away, turns, scowls hand to forehead

SALIERI: You mean now?
Emotion: anger
Intention: to stop the current progress of conversation
Action Verb: he rejects
Gestures:: turns with hands open

CONST : Yes, I have to take them back with me.
Emotion: fear
Intention: to convince him of the urgency
Action Verb: she insists
Gestures: pulls manuscript into body - takes a step backwards

SALIERI: (reaction only)
Emotion: anger
Intention: to put an end to this
Action Verb: he rejects
Gestures: hands on his hips

CON ST: He'U miss them otherwise.
Emotion: fear
Intention: to break through his barrier
Action Verb: she pleads
Gestures: holds manuscript in close

SALERI (reaction only)
Emotion: anger
Intention: to put an end to this
Action Verb: he rejects
Gestures: puts clenched fists on hips (head tilts and looks up at ceiling)

CONST : He doesn't make copies.
Emotion: sad
Intention : to give it one last try
Action Verb: she despairs
Gestures: looks straight at him, hands fall away open to the sides

SALIERI: (reaction only)
Emotion: fear
Intention: to grasp new situation
Action Verb: he puzzles
Gestures: he turns away, puts left hand to mouth with right arm crossing body

CON ST : These are all the originals.
Emotion: sad
Intention: to give it one last try
Action Verb: She despairs
Gestures: extends manuscript out to him and steps forward

SALIERI: Sit down.
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Emotion; joy
Intention: to take control
Action Verb: he comforts
Gestures: steps back and gestures to chair

CONST: (reaction only)
Emotion: joy
Intention: allows herself to be soothed
Action Verb: she hopes
Gestures: she sits and puts manuscript in bag

SALIERI: Let me offer you something special.
Emotion: joy
Intention: to buy time
Action Verb: he entices
Gestures: walks over to the table by the time he finished the hne, holding box and

looking at her
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APPENDIX F 

Exercise 5 

Conscious Development of Imagery

A conscious awareness of imagery will give the student a chance to let the body 

respond on its own from time to time. This can be a welcome reprieve from the 

concentration required to continually monitor physical expression. It allows the student to 

become more creative and inventive with physicality as the mental images suggest gestural 

equivalents.

As the student progresses with the other four exercises there is a strong chance that 

any empathie emotional response growing out of “mimicked” physical and verbal 

expression wül carry with it an emotionally charged image. The body wül have an impulse 

to respond to this image naturaUy. This is not necessarüy a natural impulse that should be 

repressed. However, the student must become aware of it in order to control the body when 

the response to the image is interrupted. Otherwise the resulting gesture wiU drop into 

inertia when completed, rather than leading into the next “appropriate” response.

This exercise is not to suggest that the student should try, whüe delivering 

memorized text, to consciously create an image; as this is a cognitive task, and wiU interfere 

with other automatic processing (just as “emotional recall” does when the student is 

acting).

The exercise wül aUow the student to learn to monitor the presence of imagery whüe 

acting, thereby giving the student the option to respond to this imagery, or to ignore it and 

create verbal/nonverbal relationship quahties through other learned automatic processing.

1) The student decides upon a simple phrase, preferably with containing subject, verb,

and object.
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2) The student draws a simple and colourful image for each word (be it article, verb, 

noun, adjective, or adverb). This image need not be hteral. It can be virtually 

anything the student desires it to be.

3) The student looks at each picture until a clear memory of the shape and colour can 

be retained in the mind.

4) The student then, with eyes closed, draws in the air, with the index fingers, a “hne” 

representation of this image. In this way the student is learning to hold onto the 

image while manipulating the body.

5) At the completion of each drawing the student says the word says associated with 

that drawing; leaving the fingers poised in the air, ready to begin the next drawing.

6) The student then repeats the exercise, this time starting the drawing before the word, 

but finishing the drawing and word at the same time.

7) The student repeats Step 6, with eyes open, staying in contact with the image, and 

making eye contact with other individuals while drawing and speaking.
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APPENDIX G 

Biographies

Jean Paul Destrubé (1922-20021

Jean Paul was bom in France and, at the age of sixteen, won second prize for vioUn 

at the Paris Conservatory of Music. Forgoing a career in music for one in engineering, his 

studies were interrupted by World War II. Fleeing with his family to a “safer” region in 

France, he joined a touring group of actors called “Le Trafougeau,” garnering praises until 

he was apprehended for transportation to the Pohsh coal mines. Slipping away, he ended 

up working, and taking refuge, in an Austrian hospital where he became resident technician 

and surgical assistant. In the early 1950’s he emigrated to Canada with his wife (a nurse 

from the hospital) and children, and established himself as a graphic artist in Victoria,

British Columbia. Working with a colleague, Jean Paul became instrumental in estabhshing 

quality museums in the province, including the famed Royal British Columbia Museum in 

Victoria.

Rekindhng his passion for acting, he played integral roles in the early development of 

two of the regions successful professional theatre companies. Kaleidoscope Theatre (still 

going strong) and The Bastion Theatre (recently disbanded). In 1963 he was heralded a 

“comic genius” by the Vancouver Province for his work in Becket’s Waiting for Godot.

In the early 1970’s Jean Paul joined the theatre faculty at Camosun College in Victoria. 

At the time, this program was recognized as a major North American actor-training program, 

with guest directors coming from all over North America to work with the students. In 

1978 he assumed Artistic Directorship of the program, introducing the unique approach to 

actor training from which this present study has developed.

In the early 1980’s he founded “Les Farceurs,” a Francophone troupe that toured 

extensively throughout Canada for many years. Concluding his work with this company.
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Jean Paul returned to his native France with his wife, where he remained actively involved 

with various pursuits for the remainder of his life.

Jean Paul Destrubé’s legacy lives on through the many whose students’ hves he 

touched. His complete dedication to the process of skill development, in its most practical 

and transferable sense, and the sincere care and concern he demonstrated towards his 

smdents, defined him as a consummate teacher.

Rov Small (b. 1940)

Regrettably, Roy Small disappeared from my hfe some fifteen years ago, and I have 

not been able to locate his current whereabouts to update myself with his activities, or to fill 

in the gaps from his past. What follows are my recollections from many years ago. As 

Roy was someone who had more interest in learning about others than in talking about 

himself, this brief history is woefully inadequate.

As I remember, Roy had his professional beginnings in aviation mechanics. This 

was a background that obviously contributed to the astounding “inner workings” of many 

of his puppet creations. I also recall that Roy was part of the Waterville Gang, a television 

puppet series from Toronto in the 1960’s.

Roy moved with his troupe. Patchwork Puppets, to Calgary, Alberta in the mid- 

1970’s when he was hired to teach puppetry at The University of Calgary. He continued at 

this post into the 1980’s.

I encountered Roy when his troupe was hired by the Alberta Legal Resource Centre 

to educate students about the law through puppetry. As part of this project I “apprenticed” 

under Roy for a number of years, and came to appreciate his meticulous attention to detail 

as it related to both the construction and manipulation of puppets. Those who came under 

Roy’s tutelage gained an apprenticeship experience in the true sense of the word. As 

employees, we were obhgated to pay attention to him and, as a teacher/employer, Roy saw to
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it that no time was wasted on activities that could not be seen to contribute directly to the 

practical development and appUcation of skills.

Roy’s talents were frequently sought after for film and television and he was a well- 

respected artist on the international puppetry festival scene. He was particularly admired for 

his contemporary interpretations of the Punch and Judy tradition.

Roy Small’s unassuming nature has undoubtedly deprived him of the high profile 

acknowledgment that many others, perhaps less deserving, have received. But those who 

were fortunate to have benefited from the teachings of this master wiU, I am sure, continue to 

sing his praises. He instilled in us a philosophy of mutual respect by believing that with 

proper understanding and demonstration we could all achieve mastery. “Good on ya”

Roy, wherever you are!




