In the first part of this two part article on the importance of script analysis to an actor, we took a very close look at the first of several monologue spoken by Martin Bahmueller in the play White People by J. T. Rogers. Through a careful examination of the words, ideas, and implied or stated actions of the character, we managed to put together a personality profile based on specific pieces of evidence or clues from the text. Here again is what we learned about the character through inference and deduction based entirely on the speech as written. 

Martin Bahmueller is a powerful and high profile middle-aged lawyer in charge of a large firm with many associate lawyers under him. He is very well-to-do, opinionated, and judgmental. He thinks that he is right about most things and does not brook others’ opinions too easily. He is separated from his wife and has two children who live with him. His workplace is located in downtown St. Louis and his own office stands high above the city and overlooks the Mississippi. Martin is from Brooklyn originally, and probably still shows traces of this in his speech and in his manner. His dress, top of the line, is probably an attempt to compensate for this, but is also part of the uniform of reliable lawyer that he feels is essential to his success. He likes classical music and opera, but he does not know a great deal about it. He is probably self-taught and it is something he probably has picked up as an adult. He listens to this kind of music in times of stress, and likes it because it provides him an escape from the dominant logic-driven side of himself, and allows him to escape his mind that is always going at high gear. 

It is late on a Sunday night, and Martin is packing his belongings after working several hours on cases that he will be turning over to others. He is leaving the firm, at least for the moment, and must be out of the office before work begins on Monday morning. He does not know when he will be returning. His office is a mess, and he hates that fact. Whatever has caused this turn of events has affected his entire life. His twelve-year-old daughter, Mary Esther, an excellent student, is moving temporarily back to New York to live with her mother. His estranged wife, Barbara, is a genuine WASP, a fact that is a source of pride for Martin, and is obviously something that he values greatly. His daughter, the image of his wife physically, is a favorite of Martin, and unlike his son, who is going through a rebellious stage, is on track to have the kind of success Martin most values. On the other hand, Martin is somewhat forgiving of his son and tries to rationalize that he was not so different when he was fifteen, the age of his son, Stephen.

Martin was hired for this job because he is a “take charge” kind of man. In the couple of years he has been here, he has made great changes in the way the firm conducts business and in the manner that those who work at the firm conduct themselves and present themselves. He is proud of the changes he has made. Nevertheless, there is a bit of resentment in him for the Midwestern mentality of those he works with, and believes that these values will keep the firm from reaching the excellence of the best eastern firms. He certainly believes that you are how you appear. 

In preparing any role, it is essential that your students understand the given circumstances of the play intimately. This includes not only who the character is, as described above, but all of the background information that the playwright provides, through dialogue, set description, direct action, implied action, etc. That, of course, starts with a careful and detailed reading of the play. Though the word reading is singular, for the actor, a reading of the play probably requires many readings, so many in fact, that every detail that the playwright has provided, not only becomes clear, but its purpose in the script is revealed to the actor in such a way that he can actively use what he has learned. In other words, your students must become so familiar with the script that they can actually translate what they have learned into actions playable on stage. In order to do that, as pointed out in the last installment, they will need to look closely for the following: 
· the throughline or arc that your character makes during the length of  the piece
What is the character like at the beginning of the piece? By the end? What is the specific route that causes the changes that occur in him? A good story always has a good arc, plot-wise and character-wise. The bigger the journey, the better. It is your job to discover the arc. You will also need to map out the moment-to-moment route that your character travels. 
· specific islands of import in that journey, places where moments can be made, revealed, and/or portrayed dramatically 

A found moment with a well played action gives an actor the opportunity to reveal something specific to the audience about your character or the story being told. If they can locate the points where their character can reveal things about himself – his victories, his defeats, his discoveries, etc. then they’re off to a good start. 

· major moments of interest that can be played through physical actions

Once they map out the arc, they will need to start thinking of the arc in terms of what the character does – physically from moment to moment during the course of the play, and what he does as a result of what he is going through psychologically and emotionally. Remember, an actor can’t necessarily show an audience what she is thinking or feeling, but she can execute physical choices that will suggest to an audience what those thoughts and feelings are. It is worth considering from the beginning of their preparation where the big moments for their characters are, and how they will convey them to an audience. Naturally they will not be able to solve all the problems of their performance during their homework phase, but the well prepared actor starts to think about them right at the get-go. 

Your students must keep in mind that it is their job to tell the story of any play, clearly, and compellingly. Their journey through the arc of any story will be marked by the moments they can clearly make for themselves, and, more importantly for the audience. The choices they make for their characters must serve to maximize the story being told and bring out the ideas about the world that the playwright is asking the audience to consider. The best way to accomplish this is by getting into the habit of first reading their script actively many, many times. Active reading mean asking questions along the way. About everything in the script. The playwright puts nothing in her script that is not relevant. If your students skim over anything in the map, they will not reach their destination in an efficient manner, if they ever reach it at all. It is their responsibility to learn to analyze all that they have read in a manner that will lead them to great choices – choices that will make their work and that of the playwright the most effective that each can be.

There is another bullet point that must be considered from the very beginning of the analysis process. This is true for any play but has particular importance in a play like White People where the character speaks directly to an audience. 

· What is your objective? In the overall play, and in every scene. What do you need from the characters that share a scene with you?
Whatever the answer is, this objective must be played at all times, so it is critical that your students are very clear about what this objective is. And in the case of White People, they will need to ask what it is they want or need from the audience to whom they are speaking at all times? That is, why do they speak to them -- beyond the fact that the playwright has mandated them to do so? 

Coming up with an answer to the question about objectives will help them deliver the dialogue with purpose and help them choose the physical actions that will make up their character’s presentation. In the case of White People, it will also help them shape your dialogue for the audience, and will, ultimately, help them discover and communicate who their character is. The audience, in turn, will be analyzing what they say and how they say it. By the climax of the play, the audience will have formed its opinion of their character, and the opinion they hold must be one that will permit the end of the play work effectively. In other words, the opinion they have formed of your students’ character must be one that brings the play to its proper climax, and one that allows the play’s meaning to be revealed.  

In the last article we looked at Martin’s first speech in the play. Below you will find his third. In the second speech, unprinted here, Martin talks about his son’s lack of standards, his unkempt manner of dress, his total disregard for authority and lack of decorum, among other things.  If you did not read the first article in this series, you might want to do so now before reading the monologue below, but certainly review the character analysis above before reading on. 
MARTIN

This is what I'm talking about. This was typed for me late Thursday and on my desk, as instructed, when I came in Friday morning. I'm on the line to Sodom by the Sea (that's L.A.), I'm about to fax it through, first I take a last look. One page, three errors. This is unacceptable. My son doesn't get away with this in his book reports! I sit him at the kitchen table, I read through, I mark it up, I say:

"Steven, God is in the specificity. You're smarter than this. You can do better."

This is what I tell Diane, my sec...Executive Assistant:

"Diane, you are smarter than this. You can do better."

W ell, she starts in:

"Mr. BahmueIler, I didn't realize..."

What is not to realize?

(Indicating the letter.)

This is The Law. This is what tells us what is right and what is wrong and gives life sense. This is to be revered. These words: this is who she is. How can she not understand that? Sometimes they matter, sometimes not? No! You're either lazy or you're not. You can’t be both. Half the time it's like- it's like she's a platypus.

"Diane, are you a fish? Or are you a mammal? Make up your mind!"

Oh, she's a fighter. Tongue like a razor. I like that. I just don't like it when she keeps her head up her ass.

She's black, by the way.

I mention this because I would guess you didn't think so. Some of the words I just used they're not allowed when discussing people of certain pigment. Skin color gets in the way of evaluating skill. I am not trying to be ugly, I am making a point. Now, you help me here. Here's where it breaks down for me. Caroline, down the hall, when I give her criticism, when I have a problem with her work, that's that. Needless to say we share a similar hue. Now, with Diane...Please. We're not allowed to - We can't just deal with the - the specific issue in question. There’s always this emotional, this irrational thing between us. Twisting. Distorting. She feels it, I feel it. But how do we talk about it? Friday morning, this letter, we're smiling, huddled over this desk, I'm telling her what's wrong, I'm looking in her eyes and they say:

"You are putting chains on me. You are holding me down."

No, I'm asking you to change a comma. There is a difference.

I don't care if she's brown, mocha, ro-co-ca- Whatever! There are things more important. What you say, how you think: this will be your success or your failure. The average person, across the board, our vocabulary is- What? - some two thousand words. You can use them, wield them, dazzle and delight. One slip up and you can kiss your future good-bye. Just one. You take three words- "I," "Doing," "Be" - use them in a sentence. "1 be doing this." "I be doing that." Might as well have a sign on your back: BURGER FLIPPER FOR LIFE. You find me one person- black, white, boysenberry surprise -- job like this, making my money says "I be doing." One person.

Don't tell me language isn't most important. Don't tell me words don't matter.

(Another car goes by in a flash of headlights.)

On the assumption that you have read the speech above several times, let’s now examine it for the bullet points listed above.

Journey or Arc
Consciously or unconsciously the good playwright creates a story in which the central characters go on a journey, sometimes literally, sometimes not. But if a character is not somehow different as a result of what she goes through during the course of a play, it is unlikely that the play will be an interesting one. Generally speaking the bigger the journey or arc, the more interesting the play is. This is true for the smaller units of the play as well. Since, for the purposes of this article, we have only the speech above to use as an example, let’s consider the arc in the monologue above. What exactly is the journey that Martin makes during the course of the speech? How is he different at the end than he was at the beginning? Or if he has not really changed, then what has happened during the speech that makes him seem different to the audience? It is up to your students as actors to find this difference and, if possible, mark the journey by using the script literally as their map. Once the journey is understood, then it is up to them to translate their understanding into actions that can lay out in sequential form the step-by-step arc for the audience. Finding this arc is what will make them interesting on stage, and make the story interesting as well. Ultimately, it is their job as storytellers to make what they do compelling and clear, whether the play itself is or not.

At the beginning of the speech above, for instance, Martin might be perceived as a person concerned with the sloppiness in values and ethics that has overcome our society. In the speech above he seems to focus on the way we as a society have come to use language as a reflection of that sloppiness. He is attempting to make a case for the fact that sloppiness in language reflects our overall sloppiness in everything we do as a culture. But then he points out that his assistant, the one who has made three errors on one page of an important document, is black. Instantly, we as an audience are galvanized. What does race have to do with this, we want to know? Is this racism, or is there another sociological point being made here? Martin then complicates matters by saying another white employee takes criticism better than his own sensitive-about-race black assistant. Is Martin racist or is he just pointing out that the race issue muddies up the issue of demanding a high standard of work in the workplace? We wait for more in order to clarify our confusion. But the mere fact that Martin talks about race in this manner puts our hypersensitive antenna high into the air, and our enculturation makes us lean toward, if not commit to, the fact that Martin is prejudiced. Then Martin refers to using black idiom in the workplace --  suggesting that it sounds ignorant or, at the least, uneducated, and is therefore what may be holding members of the black race back. He concludes his argument with the fact that language and its use is the subject and culprit for blacks holding themselves back.

Many of the points that Martin makes here will be applauded by some, reviled by others, but most will agree that there is an element of truth in what Martin says. Where individual audience members stand on these very issues will no doubt influence their opinion on whether Martin is a bigot or not. And that is the very point that J. T. Rogers makes throughout his brilliantly worded play. No matter which side of the aisle you sit on or whether you stand right in the middle of the aisle, the fact is that Martin delivers a series of bombs that continuously shift the audience’s perception of him through the course of the monologue. This is Martin’s arc, and the actor playing Martin must be aware of this and make choices accordingly. 

The fact is that Martin believes what he says to be true, and assumes that the audience agrees, or at the least, is willing to listen without resistance. How do we know this? Because there is nothing in the script to suggest otherwise. Martin proceeds as though the audience is offering up no resistance to his point of view. The important thing for the actor is to commit to Martin’s beliefs without imposing any of his personal beliefs onto the character he is playing. The play must be allowed to do its work. The actor playing Martin must make his case. That is his objective.  The actor will need to play that objective at all times. 

Discovering the Moments and Making Them

There are many money moments in this monologue. Your students’ job is to find them and use them well. When they find a money moment, they must discover ways to effectively lift them from the printed page and convert them to physicalized moments of action in their delivery to the audience, if they are going to add to what playwright Rogers has already provided. When I say that they must physicalize the moments, I don’t mean they must engage in a choreographed series of actions. I simply mean that an audience can only know what a character thinks and feels through what the character says and what the actor chooses to do physically. This physicalization includes the things that an actor actually does as well as the way he delivers his lines. If you believe, as I do, that the script is only a blueprint for the work an audience will see, then you know that an actor must find ways to define and add to what the playwright has given him. Otherwise, the audience might as well just read the play and save the price of a ticket. 

Reprinted below are several snippets of dialogue that I considered big moments when I was working on and performing the role of Martin in White People. You might disagree with some, or you may want to add other items to my collection. I could have suggested additional ones myself. But, for the purpose of examples, the list below will serve. Have your students compile their own lists before showing them the one below. Once they have done so, they may read over the selected quotes below. Ask your students to make suggestions as to why they made my list. Also ask them to imagine how they might enact these moment on stage in order to maximize the effectiveness of each of the moments listed. 

Remind your students that it is their job to tell the story of the play as well as the story of their character. Their character choices must support the intentions of the playwright’s overall story. When they have spent the necessary time on each quote, they might want to compare their reasons and methods for execution to the explanations I have listed. There are no single correct answers. There are only choices that work or don’t. Their job as actors is to find and execute the best choices they possibly can in order to be believable and tell the best possible story while serving the script.

One page, three errors.
"Steven, God is in the specificity. You're smarter than this. You can do better."

This is what I tell Diane, my sec...Executive Assistant:

This is The Law. This is what tells us what is right and what is wrong and gives life sense. This is to be revered. These words: this is who she is.
Oh, she's a fighter. Tongue like a razor. I like that. I just don't like it when she keeps her head up her ass.

She's black, by the way.

Some of the words I just used they're not allowed when discussing people of certain pigment. 
Skin color gets in the way of evaluating skill. 
Caroline, down the hall, when I give her criticism, when I have a problem with her work, that's that. Needless to say we share a similar hue. 
There’s always this emotional, this irrational thing between us. Twisting. Distorting. She feels it, I feel it. But how do we talk about it? 
"You are putting chains on me. You are holding me down."

No, I'm asking you to change a comma. There is a difference.

What you say, how you think: this will be your success or your failure.
You take three words- "I," "Doing," "Be" - use them in a sentence. "1 be doing this." "I be doing that." 
BURGER FLIPPER FOR LIFE. 
Don't tell me language isn't most important. Don't tell me words don't matter.
All of the snippets above qualify as moments as far as I’m concerned, because each suggests something very important about Martin and furthers the story as well as the meaning of the play. Below you will find some brief comments regarding why I think these pieces of dialogue are important, and suggestions on how an actor might build story and character. I have also included some samples of physicalization that I employed at these moments. Please do not interpret that what I chose to do physically constitute the only right answers. They do not. I have offered them up only to demonstrate that physical actions can emphasize and clarify the choices an actor comes up with when analyzing a script. What is provided below can provide a stepping off point for discussion in your acting classes.
One page, three errors.
How infuriated is Martin made by this sloppiness? Your actors’ choice will shed light on Martin’s character, and bring out one of the major themes of the play. The dialogue itself speaks to the low standard of expectation in today’s society, its failure to educate properly, and Martin’s own refusal to give in to today’s eroding concept of excellence. The question is how important should Martin make this. How intense should Martin be here? I chose to be very intense. When I hit this line, I slapped the letter which I had in hand and, depending on the night, thrust out three fingers with emphasis. I wanted Martin to be on a mission primarily about standards, not race. In my mind, Martin’s standards do not shift with race, educational level, or gender. My intention was to mask as much as possible any racism he might possess.
"Steven, God is in the specificity. You're smarter than this. You can do better."
The reference to God suggests that Martin is a man of faith. The rest of the quote suggests that Martin believes all of us should not settle for less than our best in spite of the fact that society at large no longer holds that point of view. On “smarter than this” my index finger poked at my temple furiously, indicating that my son needed to think. I played the line like I was actually saying this to my son in the moment, teeth gritted as I said it.

So far, Martin has said little that is questionable. He might even be thought admirable in his beliefs.
This is what I tell Diane, my sec...Executive Assistant:

Martin’s first faux pas. In many business operations, women are no longer referred to as secretaries, usually because their jobs have more responsibility than the secretary title suggests. The term secretary tends to be thought of as sexist and retro, and diminishes the importance of the work that an executive assistant might be doing. The fact that Martin catches himself stating the wrong title, both suggests that he knows it is considered wrong, but that some programming inside him is still wired in a retro way. Does his slip suggest he does not believe in the title change, or is it merely a slip of the tongue? Which is the better choice? Why do you think so? I put up my hands in front of me, both as a defensive gesture and as a suggestion of apology, much as an animal might bend in submission to a stronger foe or rival. I smiled to the audience as I did so, as I recall, to let the audience know that my feelings were mixed.  

This is The Law. This is what tells us what is right and what is wrong and gives life sense. This is to be revered. These words: this is who she is.
Is Martin suggesting that it is the law alone that tells us what is right and wrong, or does the statement allow for shades of gray and individual interpretation? Are these words really who Diane is? Martin seems to think so. What does this say about him? About the way he evaluates people’s worth? How should Martin share this information with the audience? What should his tone be; his emotional affect? Why? Keep in mind the story you want to tell about Martin and about Rogers’ play. Once again I referred to the page, sometimes still in my hand, other times on the table where I had put it down earlier. The point I was making as Martin was that who one really is is synonymous with the work he or she puts out.
Oh, she's a fighter. Tongue like a razor. I like that. I just don't like it when she keeps her head up her ass.

The fighter reference and the admiration for a sharp tongue, I played as genuine -- to show that Martin indeed does like a fighter. It gives him an opportunity to admire a trait in a person of color. This shows that his admiration can cross racial lines and softens his bigot potential. The “head up her ass” remark is on the crude side, and since Martin, up to this point, has avoided showing his working class Brooklyn roots, the remark, when delivered has a lot of power. Suddenly Martin seems far more capable of being unenlightened – about a lot of things. The words themselves here seemed more than enough. I put on no physical mustard. Invariably the audience hushed here and remained absolutely still through the next bombshell that follows immediately on its heels.
She's black, by the way.

The placement of this line after the previous is understated perfection in the writing. The credit here goes to the playwright J. T. Rogers. Simply saying the line without affect had incredible power on the audience every time I said it. The nightly reactions ranged from a hush to audible intakes of air, often followed by whispers and or squirming. The mere mention of race tends to make theatre audiences uncomfortable. This is the intent of the play, and speaks to the edgy courage of its author, if not to the play’s theatrical brilliance. I felt there was nothing I needed to do here beyond delivering the line and waiting for the audience to recover.
Some of the words I just used they're not allowed when discussing people of certain pigment. 
Skin color gets in the way of evaluating skill. 
Caroline, down the hall, when I give her criticism, when I have a problem with her work, that's that. Needless to say we share a similar hue. 
The three snippets above build on the shock the first skin color reference creates, and as the actor I knew that I had the audience in my palm through this section. The audience was so uncomfortable with the Martin’s content that, like the opening salvo, this part of the speech required no extra mustard. As an objective, I focused on making my case to the audience. Since Martin feels that his opinion is fact – fact that a supposedly race sensitive audience might not feel comfortable hearing -- I allowed no discomfort on Martin’s part to show. I played this section as though I was saying the simple truth – a truth that the audience either does or should agree with, a truth that only Martin is brave enough to utter. I found specific people in the audience to make eye contact with, and I held their eyes whenever possible -- to show that I had conviction about what I was saying, and to challenge the strength of their beliefs, if possible to do so.
There’s always this emotional, this irrational thing between us. Twisting. Distorting. She feels it, I feel it. But how do we talk about it? 
Up to this point, the arc in this monologue has been traveling in one direction, an arc toward painting Martin simply as a bigot. Though Martin starts out the monologue seemingly making sense about the fall of standards. His journey towards the line “black by the way” is one that develops in the audience a growing negative picture of him that continues through the previous group of quotes. But the snippet immediately above catches the audience’s attention in a different way. The typical theatre audience, composed primarily of educated, well-to-do white people, are struck by this “emotional, irrational thing” line because they may have had similarly feelings at one time or another. Since these feeling are not politically correct, they might be ashamed of such feelings and might, if asked, even deny them. But every night in performance, I could feel a sea change in the way the audience listened to me at this point. Once I felt that, I was able to have Martin share his thoughts more and lecture less. His delivery became more intimate, more compassionate, his gestures slowed down; they became less emphatic. In acting terms, this was a tactic for fulfilling his objective. He was luring the audience into admitting that they have felt the same way. 
"You are putting chains on me. You are holding me down."

Again, I could feel the audience grow less hostile. Many would be leaning in and listening less judgmentally to me at this point. I suspect that it is an feeling of many educated white Americans, though seldom confessed, that some members of minorities use race as an excuse to avoid taking responsibility for their actions. Martin is willing to say so. Those who may agree with him in the audience now began to change their attitude toward him, though they might never admit to this fact. Because I as the actor felt this, I let  Martin feel it too. Martin began to play to the new power and self-righteousness he feels. I played this section as though I were sharing my story with a sympathetic family member or close friend. 
No, I'm asking you to change a comma. There is a difference.

What you say, how you think: this will be your success or your failure.
In the two snippets above, Martin continues to play to those who may share Martin’s feelings. In the first he notes that things sometimes mean just what they mean and to take them to a broader sociological level is unfair and even ridiculous. It suggests a reverse racism in that nothing can be simply about what it is about if race is involved. I had Martin hammer this point vocally using “there is a difference” as the hammer. I remember extending my arms outward from my sides as though I were preaching to the choir. The next snippet is a theme of Martin’s and of the play, though the “how you think” part has ramifications that Martin has not fully considered. Rogers’ italicizes the “this” and he is a playwright where using what he suggests invariably helps the actor and working against the suggestion does not.
You take three words- "I," "Doing," "Be" - use them in a sentence. "1 be doing this." "I be doing that." 
BURGER FLIPPER FOR LIFE. 
The two snippets above were among my favorites to act in the play. The “I be doing” section and the big punchline payoff “burger flippers for life” are both outrageously inappropriate and very funny. This section made the audience extremely uncomfortable, stuffed as it is with political incorrectness. Nonetheless, it is so funny that members of the audience either gave themselves hernias trying to keep from laughing, or they burst through their attempts to contain themselves, laughed hysterically and then withdrew quickly in embarrassment. During this section of play the audience became a living, breathing character, and, as the actor, I played these moments in accordance with what I was getting from them. 

During a few, more sparsely attended matinees, the audience was more self conscious and inhibited. Several, in the smaller audiences, managed to contain themselves and did not laugh at all. But a few did. I would hunt those exposed souls down by literally moving toward them from the stage, and direct the build from “I be doing” to “burger flipper for life” towards them. They became my allies. If the audience as a whole seemed to be trying to distance themselves from me, I simply became more aggressive in my verbal delivery and threw a line or two in their direction -- to keep them uncomfortable, trying to make them address their hypocrisy. I say hypocrisy because, in spite of this section’s political incorrectness, there is an element to it that even an upper middle class well-educated individual might agree with. Because the speech is so politically incorrect, the discomfort level becomes incredibly high.

I have been somewhat detailed in the section above because I wanted to point out that some acting choices cannot be set in advance. There is always the in-the-moment listening and responding that takes acting to the highest level, where spontaneity adds new and magical things to the work. In a play where actors are working with each other and there is a fourth wall, that magic comes from the actors on stage mixing it up with each other, yet feeding off of the energy they feel from the audience. But in a play where the actor directly addresses the audience as a listening character, then choices must be found in the moment that uses that dynamic. Until an audience is present, the actor can only anticipate what the reaction and dynamic might be, with no guarantee that her analysis will be accurate. The best actors, however, can and will adjust to whatever they receive from their partners, on stage or from the house.
Don't tell me language isn't most important. Don't tell me words don't matter.
The fact is, in spite of its political incorrectness, Martin does make a compelling argument for language, thought, and action. He knows it too. Therefore, his triumph is palpable. I always felt a silence in the audience at the end of this speech different than in other places during the journey. It was a silence like that after a bomb attack. The silence in contrast to the noise that preceded it intensifies that silence. Martin and I merged here, and I just washed myself in this lack of sound. For me, as for Martin, it was the sound of total submission from the audience.  I stood perfectly still, except for the slow scanning eye contact I made with the house. Finally, I would lift my arms from the shoulders out to the sides as if to say, “See what I mean?” My victory complete.

Conclusion

As in every play or scene, every monologue an actor must deliver contains a beginning, middle, and end, and a journey that must be made. Like a cartographer, it is up to the actor to find this arc, and chart out the islands of dramatic possibility. Further it is her responsibility to mark the journey specifically by finding the stepping stones of progression in the speech. Each of those stepping stones is also filled with dramatic possibilities as well as its own mini-arcs. The good actor will find all these elements in the script as part of her preparation, and figure out how to handle these moments -- with choices that are clear and compelling. When she can do so, she will be assured of the fact that her work will hold up in performance, no matter what her fellow actors and director can or cannot provide. Only then will she be best serving the playwright, the production, and herself. If you can help your students approach their scripts with this in mind, you will be going a long way toward insuring that your students can work independently and effectively as actors.
