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INTRODUCTION

| “P.\ychamfaiwm isa fmm qf prac.'ica:' knmvfedge. its ﬂe!d af aperanan is brr‘ad!y

- ethical, concerned wirh the kind qfhfe lived by imiiwduals wirhfn a conmmnig: e

T would argue that the cast of theatrical production undeniably refiresensa a -

- misrocosmic community, organised and socialised by its speeific boundaries and
- dynamics. As the above quote reiterates, psychoanalysis is primarily concerned with the
 existence of the individual in relation to his* communal environment. 1 would thus

| confend that, given the sociel nature of the rehearsal process,'the application of selected

psychoanalytie concepts to such & domain will prove not only pertinent but highly

_illuminating,

~ In the interrogation of selected psychoarmlytic coneepts, my aim in chapter I is {0 outline

my theoretical framework, and not to debate these concepts. In chapter I1, [ sim to apply

them analytically to the relearsal process and given case studies emerging from my field

regearch.. Through this application, I will argue that a knowledge of these concepts can

' ﬁmda_mentally' contribute to the director’s understandihg of the relational 'inorking

dynamic between hi_mself and the actorfs. Tn addition. I wili argue that such an

! Konnedy, R, 1993, Mmmm.mmwmm Pee Association Books, P3

- * Please nots that the reference o “his" or “him" is ot gender specilic and will be maintained throughout

ﬂus rcscmch repord,




understanding would enable the director to creatively. overcome any tensions, resistances )

" orobstacles which may fundan.entally impede the rehearsal process.

' My aim is to locate thls argument wnthin ngorously strucmred ﬁeld research Thls
research is centred specifically areund the productlon of ‘Mache, rehearsed and

pert‘ormed at the University of the Wltwatersrand in Septemberi()ctober 19"" Standard

interviews conducted with elght ef the sixteen actors eanst:tute the practical case stud:es, | o

. trnnscrlpts ot‘whmh. melur_ied in the a_ppendlx. Theaim is therefere to contextualise
the selected t‘heory. within the domain of practical appiicatioﬁ and subsequent al_aalyeis o

 thereof,

Further, T will'a.rgﬁe that ebjeet?relatiens theory (developed largely by Klein, Winnicott
and others) provides a unique insight iﬁto human interaction m that it ineerrogates the
ways that individuals velate, and the way the_y develep and grow -ie the process. The

| reheersal process necessarily demands extensive relational dyﬁaxhics: between the actor
and dieector. th'e actor en'd hie character, the actor to l‘us fellow actor/s, the actor td the

| spece, and the actor to hxmself Thus, Iwould argue that through an apphcataon a.nd

- uniderstanding of selected ahject-orelatwm theory, the beneﬁts for the rehearsal process

are manifold.

Exantining the significance of psychologioal considerations i relation to the directing
. process does not Imply, in my epinion, an overestimation of the reletiohs_ between these

two disciplines, The basic unit of the social process Is the individual: his desires and




“with regard to his interaction with the actot/s.
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fears, passion, reason and propensities for crcative or destructive attitudes. Thus, in order

to fully (holistically) understand the dynamics of that social process that is the rehearsal |

. doinain, we must énmpreheud the dynamics- operating within the inﬂiv_idual {actor or |

director) end between or amongst individuals in a group context.

I would further assert that the relation between the therapeutic space and the .chearsal
process is not assumed as heing identical, ‘wu_wever certain key similarities may be
observed, In the therabeutic space, the thcrépist is often seen as the leader, facilitator, one

who guides and gnliightens,' and is often the recipient of pafantal-type transferenice.

Similarly, from my own experien.ce,'discussien with professional directors..a:id extensive

reading, the director often finds himself in similar positions within the rehearsal _space'.

Additionally, in the the'rapé_'.utir'; space, the patient often reveals experiefices and

- profoundly varied emotions such as : guilt, aggression, envy, fear, anger, anxiey and

affiliated defence mechanisms. These'may be related fo varied situations such as the

' family'dynamic; the workplace or their respective childhoods The six week; eight hours

a day rehearsal process similarly involves extremely in-depth emotional release from the

aetor’s current and past experience. This concentrated timespan, leading towards the

= pressu'res' of deadline and public performance, results in the unleashing of extremely | _

heightened or iflte_nse group dynamics. Further, it must be acknowledged that actors and

' directors usually enter the rehearsal space s strangers, yet they are expected forisk

 themselves internally, and reveal themselves emotionally on an extremely open and
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vulnerable level. Due to these profoundly intense circumstances actors often dxperien’de

deep insscurity “ar, andfor anxietS;'Whi_ch may manifest in related defences,

1 have presented only a fow similarities here to ithustrate the connection 'buweéx_l the
bsy_choanaiytic' and rehearsal dﬁmﬁmiés, but T would argue that -tllése two dom#inls.poss.ess_
many factional similarities. Hoﬁvwer'. it is.qlsb. crit_iaal. to noﬁ:-_, the disparity wi__xich exists -

; between _fheir specific aims, In terms of abject-relations th:edry, the ther#peutic space . |
aims at the integration 6f psychic splits or informed béhaviour upon ﬁa{néd in;;ights. The |
réhearéﬁl_ prcce.ss doss not have this aim. Inti'j.i.nsi.pa.lly. the '.di:r'e_ctof is nét a therapist. The

" rehearsal domain aims to crea'fe 3 “safe" environmett (as does the therapeutic spacé) in
which the abtor can feei suﬁporﬁed in refeasing ~r expressing painﬁil' emotions and |
experiences. These experiences may then be tranéfbrréd- to the creaf_iop and féélisatibh of__-
8 living ehamef within a flctitious sitation. 1 will arguio, that the simiigrity with the

* therapeutic process is the kind of sﬁpportive role that the director should adopt in brder_ o

" enable the actor to reveal emotional “truth” and as a result, take profound emotional

risks. In this wajr._ constructive, positive creativit}); #nd play may ensue, the ulttimate aim

of every rehearsal ProGess.

T acknowledge that » political and cultural dimension is extremely important in the
 psychoanalytic and rehearsal spheres, In my experience as & director, this dynamic has

-been of great signiﬁk:?anée. Ultimately it is extremely difficult to ignore the connection

* Hers, ‘truth” is not inteided as1 plilosophical notion. Used in thie theatrical sense, “trinth” donotes an
hollstic emotional, physienl, and psychological inbabitation, nn honest expedenze and po 1ofono's
_-Chamcter. *Trathful® inlphitation does not necessarlly denund practicnl experience, but may be acsessed
- through imegeated understanding and imagination, This approach is nrgely derived fromn Stanisiaveky's

1




__between the cultural and psychoanalytic domains in any human interaction, not only in
- the retiearsal prooess 1 am exiremely sensitive to this fact but given the nature and snope

.of this Research Report, my Immary focus s on applymg selected psychoanalytlc '

co_ncep_ts. In oxder to _do full Justlce to both the psychoanalytic and cultural domains -

1

 would, T believe, be more approptiate -fp.r the purposes of PhD rese..ch. |

~ The methodologj) of this Research Report may be expressed in three phasés;

Speclﬁcally selected concepts from psychoanalytlc theory These concepts w111 be
thoroughly exammed and discussed in chapter Linor der to c:eate a definite

theoretical framework appropriate for informmg the subseql._lent application of my

 field research.

'The applicatir 1 in chapter II, of the selected theoretical concepts to the field research-

s in order tc..critically interrogate possible causes of tension experienced by the

interviewees in the rehearsal dynamm, and consequently underst:mdwg methods to

| bﬂng about thelr dtfﬁxsmn |

- Throuzh the abuve application; 1 will argue that the tensions often expcrieﬁced in the

dlrector-actor relatlonshlp cait be 1nfonned by and creanvely ovcrcome, through an

understanding of selacted psychoana[vnc concepts, speclﬁcally through notmns of

ob]ect-—relauons theory, ie. to extrapdlate key prmclples whicli can greatly mform the

dlrector in the rehearsal process.

{m'e:lig'lliuns inlg crenting a clmmcwr :md has come 1o doninate \wstcm rehenrsal techiniques over the’
sl S0 yedrs




" CHAPTERI

" in the process.’

HCndy o?gjeérnrelarf:)na! rﬁ:}r&;‘ng can deed with the pmb!&:r of r’neam‘r'rg'and maﬂva_tr‘dn :

that determines the dea!f.o}g.v of, per.s'oh& whih another, and the way they change and grow B

L

- “The aim of the following chapter is to establish a theoretical framework in which to

focate the app’l_icﬁtion and analysis of practical f_i? .._fesearch in chapter TI, E:ﬁust reitefate o _' '

that T do not intend td_ debate the following selected theoretical concepts, given my -

primary focus. In addition I would like to note that .p_x'actical examples from the rehearsal

process will ot be linked to the theory discussed in this chapier, as that is the precise

_ pui‘posg of the second chapter,

- Melanie Klein, the primary" founder of obj ect- telations theory, views humas life as an -

intense set of uttresolved conflicts, a psychodynamic and fearful struggle between

internal (internalised) forces inherent in the_individual-’s constitutional make-up. Her
work is both an 'evolutiOn from Freud and a new departure, Kleiir’s structural thedfy" '

developed in an entirely différent way, resulting in the concept of an internal psychic

o wgrl_d'of‘-ggg;-_g_bier;t relationships, '_Klein's theories were subsequently developed and

. Guteip. HL. 1971, Bsscloannlvlic Theory and the Solf, London: Hogarth Press Lidpds

P




—

10

evolved hy Wmmcott who places even greater emphas:s on the mtemctwe dynamlc

_ _between mdmduals

_Therefore. the meﬁlodology ofthe follomng chapter will mclude an exammatmn and

d:scussion of selected psychoanalytlc concepts from Klem Wmmcott and Fr&nd

_Certam cote aspects of Klem § work may be summarlsed as fo]lows

(AY Central o her theory of an md:wdual’s mtemal 11fe is the notion of ego-ﬁ.lnct10n. in

‘relation to mtemal (pas t) objects, guod and bad

Selected key eancepts:

. Ega

U Supel:egt:t _
« Object: interal and external
. "Pro_;ectmn and pmjectlve Identlficatxon -

) 'Introjectinn and 1ntrn_|ectwe 1dent1ﬁcatlon

"« Death instinct and life mstmct

. .__Anx:ety _




Il

(B® Her theory of stages of developmentat positions as clearly obj ect-relational. -

| I y 2 _'S'ei_ec'téﬁ“key cmic’_epfs:
I () The i_"aran&idQSchizoid position -
!.-pergeéutﬁirjraniieiy o
o . PerschtOry deféh_c.es'

' (F) The Depressive pusitioﬁ

‘ . Déﬁféssive anxiety
a | Defences against depressive anxiety ' S . o - W
. Repafﬁtinnagd " . _ SR |

I . Play and creativity oo ' SR
a e Embéthy' . R ' o - T 4

(CyHer increased siress on the use of transference in psychoanalytic therapy. '

ey concepts: .
- Transference

- e Containing’

aceordingly,

§ # These soncepts arc also central {o the notions of ‘Winnicotl and willh’e related
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Selected ey Winmnicottian concepts:

e Holding

i gnd self;-oontfal'

o Authaiiy

Saleriedd ey L‘-‘ﬁmdian CouLen:
Groups poveholegs

¢ The Pad festnd

oo Lt and sugan i

o i:ie-nmnwttu 1 with au organised grodp

i DETERNAL LIFE AS QBIE CERELATIONAL '

o Lol

¢ faestoat avalysis 1s cencerned with the ego as an ora that seeks 10 discharge
instinciual tonsions m; anvee i of saiis S tion, and wh:ch can by described objectively
i tofims of its srnenie d fimcrion. Kiein does net use the term ‘e’ as specifically as
Frend's structural mode! of the id. eyo and superego; she defines the ‘ego’ as the
~Fnction it tis of expericacing Leolf™ She deseribwes this in jerms of th lzihzmtasiei?;r the

cpo has of s agpling with fears. desiron, hores am! insecurities experienced in the course -

o its rolorions with objects, witdcl Mhowh they'se perceived through their Inzinets,

l‘zw lu SN -i (‘ i) s‘!-ff o Thonpde. Somdan, o ASRICIRIGL Tk, pl54

Ebote . pee of 1he tesity “pheinben” bousud e T T TETRR BN L] e o
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'create a warlcl ufexpenences. anxtenea. 1oves. hates and fears, I would arce that the

actor in the rehearsal process crentes precisely the same wurlcl thmugh mteracnon wﬂh

e -the self his character. fellow actors and the dlrectur The concept of the ego thus

_ becomes centrnl o the mteraction and understandlng of sucha domain :

Klein proposes that the e exists nt birth, has a baundary and identifies ob;ects
She accords the egu with the foliowmg baszc (prlmitnve, ﬂ.mctmns 3

(_i) _ Sepurnxmg me’ from not me’

ay Dls::nmmatlng good (pleasnnt sensatlons) ﬁ'om ba.. _

(i}  Phantasies of‘mcorporatmg and expellmg (mthecuon and pro;ect:on)

(v}  Phantasies of pre-congeptions and vealisations

Klein often uses the term ego interchangeabiy with *'selt‘ where ‘self denbtes the subjﬁdt
in his own phantasies described froma subjectwe point of view (ie. the expeuence ofthe
- subject, his phantasles about hzmselﬂ '

Erikson det'mes the ego thus:

-“Betw_eén the Id and the Superego then, the ego dwells.'(?onsistcntly Ealanc:ing and
warding off extretne the extreme ways of the other two, the epo keeps tuned to the reality
of‘the histerical day. . {0 snf‘eguard itsolf the ego employs “defence meclmnisms“.. 10

' arrive at conmpromise between ldnimpulses and the superego compulslo ™

! Enkson eited by Gtmtr:p. R 19‘?1 gwmmtm@m;mpd the Seli umlo_n: Hogarth Press Lid.pSt
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' To 2 large extent KIem coneurs with Eriksor as she suggests that the mdx\ndua.l ‘has an
ego capahle of expenanclng amnety. forming relauonships a.nd employmg mechamsms

- of defence. She vsews the ego as capabla of bemg fragmented by powerful splntmg

mauhamsrns. !argely due o the mb*ojectlon of objects whmh rasults in anxiety

~ Ensentially, Klein envmages the ego 'S phght asa strupgple to malntam its own mtegnty in

the face of its pamﬁ;l expenences ofobjects that threaten annihttatiun

Winmcott. whuse theories develuped primarily from a Klemlan foundatxon, is anrmlarly

focused on the relatmnshlp of the self to itself and to the object world Consequently,
1‘Wmnict.'n;tmri self" is involved in experienciiy and in the contmuous process of i rts own

. wolutlcm "

cuurdmg oW mmcott, the central core of the mdwndual is the mtermedmte area where
the ifiner and outer interact: an mtermedmte area of “cxpeﬂencing to whlch the inner
reality and external world hoth contribute. Wmmcott c!aims that this mtermediaze area is
emgnged in the perpetial task of keeping inner and outer x'eah*y separate and yet

mten‘elated n

" Grotnick. 8, (ceu 1990, The Work and Elgx of Winnicolt, New Jotsey: Jason Amnsnntnc ptz

Wumicntt.r)w 1993, B JSME&:‘EQ.B&&B New York: Rontledge. P3
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: §U??EREGO'

T The, class:cal Freudlan theory at‘the supel ego consnsts of the mtemahzed parents

a (maagos] who mpment social standards the capamty for self-assessmem and the origm o

of certain states of mind such as guils, worthlessness a.nd self-esteem Frend ascnbas the :

' .superego ﬁmctn_ons_of : self-observation, moral c_nnsc:ence, censorshlp and re;pre.t;sn:m.12 -

Klein 'cba'lienges Freud’is tiieoi'y and proposes that tha superégb is'-mnstiﬁ:ted by 8
number of intemal ﬂgum. knowu Y] mtemal ubjects, whmh function in relutiun to ¢ich

_ other as well ag to the egp. She ﬁ,lrthe:r sug _,gests that through intetaction with external -

o objects, the superego undergoes 4 processes of' modif‘ ication, persecntory or depresswe,

aml (1deally) may arrive at an mtt,gration aof i 1ts contmdictozy parts .

In 1917 and 1921, Freud suggested that the ego internalises external objects. Klein
' éxpaﬁded and de\ieloped this sﬁggestion. and for her the inner wofld becamé 2 whole |
object-relauanal pnvate world of i mtense emononal expenence, constantly competmg and

_ mterfermg w:th our external expenence.

Klein un&'etfsiahds' tﬁe external 6bj:et_:t in tet‘rr‘_:s' of the individual’s owt perception of it,

' She argues that this perception is distorted wher the subject pmjeéts his own - |

éxpectati_uhs ono rt. which wifl be a blend ofprevidus experiences and _unconsciou_s
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expéctations 'nrisin'g from the active phentasy of the moment, Dependirig on the strength

of* the phantasy, the individuat (subjet.t) wﬂl have 8 greater or Iesser abﬂlty to s

. m see the extemal object 4s it realiy 15 _

| o __change the object by unconsc_ious maneuvers in accord with his percelﬁt_ions'

B K‘l‘ein’s concept of the intemal object is one of her most important hotion's bec:ause she

| _ | argued that the expenence that the mclwrdual has ofan ob_;ect inside htmself (or mslde

 the ego} gwes him & sense of exlstence and identity (positive or negative) n Intnnsxcally, |

the expenencing of the internal object is deeply dependem: on the expenencmg of the

" external object, but the internal objects also contribute sigmt'cantly, through pmjectmn, -

1o the way the extemnl Objects are themselves pﬁlbelVGd and experienced A crucial note -
to extract ﬂ-om this concept is the notion that our relations with objects ﬂsndamentally

mf‘orm how we thml; perceive and experience the exterial wornd

: Central 1o Klein's argutnent is the fact thai a psychical!)_r unintegrated individgal wilt | .
r'eiaie to part-obje.cts.- Dus to splirtirig and ﬁrojeé.tion., objects becoﬁe _highly idéelised_-qr
Ve v persecutory and can cause intense anxiety, Kiein observed that an individual's
~ object relati_onéhipa extend far into the past. right back tha mlﬁtionship with part-objéc.ts' "
{in the ihfant stage).* She nonced that it is pnmarily against aggr&sswn and anxmty that

defences are erauted. such as demal Sphttmg, projectmm and mtrmectmn Klein

% Gay, P. 1989, -memgm . London: Cox and Wyman, Psrm : o o
. Hi:mhelwond.R.D 1991 gmﬁmmmmm Frae AssucmtmnBook pxss

“Klein observed this in her carly work with infants, whare :he bmat and penis hecnma pnn-ohimls which )
wers internally spllt g, goad-brmsh bad-breast, _




: probbsed that unintégmfed p.er'sonal'ities experiencing anxiefy v';oul'd constantly try to .
_ ﬂh‘ viseir objects and theu' feehngs and try to retam good feelmgs and | mtro_pect good
o objects wh:lst expallmg bad Dbjects and projectmg bad feelmgs Therefom tlze mdwidual = |

: builds a complex sense Qt’ x;ood and bad reallty inside htmself

FROJECTION AND Pl@ ) ECTIVE IDENTIFIC Aﬁ TION; |
- InKleinian theory, pmje;ﬁ:ion is det‘iﬁed as the externalising of an int_é'mal cénﬂiqt. This -
usually-occurs ﬁrﬁén an object whiéh is ﬁefcﬁivéd as “deathly hostile” is eﬁ'emalised s
thnt the aggressmn being oxpenenced tumed outward, ¥ Therefore, pmjection helps tha -

| ego by nddmg it of its danger and settse ufbadness "

In the'case of projective identiﬁcation. [Sart-ofthé self is atlr-fbuted to zm. ijelct.' In this '
object relattonshlp. part of the. ego~ an emotional state- for example unwaleome anger,
hatred or any other “bad”'¢ t‘eelmg, is séen in another person and disowned or denied i
the self. Tn other words. the seif sphts off and pro_;ects 1molmble parts of itself into the
crbjent These parts are phamasned (unconsc:ously) 88 havmg taken possessmn of the |
obgect s body and the “badness is therefore identified with them. I would propose that '
' thlt may described as negatwe pro;ec,m ldentiﬁcation (m contrast to Klem 3 pomtwe |

projective 1dent1ﬁcatmn. see helow)

: Hinshelwund R.D. 1991 A Dictionacy of Kleinin g'ﬂwugm, London: Fres Assucianonnook p126 :
tlmuseol’ ‘goud" or bnrl ismlntedd:mﬂy to Klein' stheoq nfpaﬂ»ahjem:;. . o




18

‘The notion of projective identification is imperative, because ifa dirsotor can perceive
' this mechanism he can be alerted to an internal sensé of'dan'ger or fear within the actor,
' -whu:h can then be appropﬂately acknowledged and resolve:L If it is not percewed the

3 dlrector hlmself n‘ught mtrq]ecl the projeeted bad Object and in tum project it back at the

actor, resultmg ina dangero_us vicious circle.

However, K.Iem descnbes empg__g as posmve projectwe 1dentrﬁcatlon It mvolves _

_ msemng a part of oneself, same.capaexty far self-pe: .eptlon int¢ someone else‘s
. posnion Ttis aa expanencmg of the part of oneself that is inserted in order to gam in

'phantasy. their experience. An i 1mp§ a aspect ofthm mtrusmn mto someone else is that '

there is no loss of reality and no conﬁisxnn ot ndermty A proper,-realistlc Hwareness of

who and where one is at the time of projecting rexnnins intact. Iwnuicl argue thatthe

prqccss of uctmg 1mphc-nly mvnlves the phantasy of empathy, i.e. the aetor mserts a part

o of himself into the posmon of the character in order to gam perspective fmm the

characler $ point ofv:ew There should never be a logs or GDIIﬁ.lSlOl‘I of identity as the
aetor should alwa_ys be aware that he i3 aclmg. remember all his fines and moves ot

stage, yet at all times maintain 2 true behei’anrl empathxc sense of reahty about the

- character. This would allow f‘or an ummpeded creative and. constructlve rehearsai

: pﬂocess

Introjection is & mechanism adopted to preserve the ego or its good objects, or to defend

against certain experiences. For example, if an anxiety exists interrially which feals



' external object: Thls catt result § in “alteratlon ofthP ego’

19

-temfymg, and | is believed to stem from very bad or persecutmg objects that seem o .

endanger the’ ego, then one may look for and internalise an extarnal good object i inorder - -

to neutral_ise the terror being expenenced internally.

It is important to note that , in accordance with Klein, the ego contains a whole society of - |

' int'er'nal objects.and any ohe'of‘them is potentially capable of being identified with an

¥ in the direction of becormng

 likethe o_bpct. Cunsequeptly, introjective identification can occur which may result in
- the subjecf behavmg and thiukine like thé introjected object. Although this form uf

_ 1dentxﬁcation woutd protect the ego to a certairi degree it may also be negmve asthe

mdmdual may lose touch with his own sense of self. T!ns would be particularly

L .dutnmenta! to the reheareal process as the mdivndunl may unconsctously pIace alt -

 responsibility | in the object he has ldenttﬁe& with (for emmplc the director or a fallow

actor). Asa result, an emotional and internal detachment may oceur which would.

critleally impede the actor in & true inhabitation and realisation of his chatacter’s psyche.

'THE DEATH INSTINCT AND LIFE INSTINCT:
T 1920, Freud mtroduced the dlchotomy between mherently Opposed instmcts‘ He
' contends that the hbldo. Whlch mcludes ego-msuncts for survival and iife, is opposed by '

- -g silent, hidden d_e_ath tnstinct which demands d;-asplutlon-and the opposite of life.”

- M ibid, p127
* ™ bid, p320

"nnd 9266
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' Klem adopts thzs concept but propnses that the death instinct is not so silent and actually :

| has profcund vxs'ble chnmal nmmfestatiuns. esgentially w;thm the superego itgelf, She

argues that the superego isa mamfestatmn oi’ the death instinet Wthh eliclts &

' destrucuveness from the indmduaI

“This yelates particularly to the mechanism of proi. stion. For example, destructiveness
- aimed at the 's;l_f_(thg &eath instinet) may be f‘used wnth the life inst_inct__and therefore
 attributed to an éxtemal ob’ject (rather than at the sélf) However the external object R

“tomes to contain the same desire to destroy the self. Thus the projection into the object of -

the wash te harm or kill the subject may result in parano:an (See dlscussmn of the

paranmd-schlzmd pQSltIOIl )

Fuhdamantally. Klein argues that if the deéth instinct overshadows the life instinct within -

an Individual, objects can never really be experienced in any truly neutral way, and the

-way he doés peréeive them will depend more on his own psycholbgjr than on the object’s

real aititude or behaviour towards him. Thus, what he sees in his envitonment (or, in ~

terms of the actor, what he ﬁerﬁeivés in ihe‘ rehgarsal ;irbce'_ss) is what hé reads into it,

* mainly from the internal .terrbr of hts awn threatening death instipet. When the individual
prdje&ts the death insti.nct into an. object. (the direétof; follow actors or the p1a§ itself)

| whether the object is bad or nnt itis bound to appear bad to the individual who sees the -

'object as Carrylng hxs own innate badness
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However imrojection ofa gdod object consistently provides basic satisfaction of the
.hbndmal impulses {or life instinet), Th:s becomes the stablllsmg care of the ego, -yhich
integrates ftself by takmg the good oblect mto its heart and fendlng oﬂ‘ the death instinet

- (or persecutor)

+ ANKIETY: = | o

Wit.h re_fe_reﬁce to anxiety, Freud describes the conflict betweeﬁ the individual seif émd the
© demand for “civili..sed“'_ behaviour. He then modifies this désc: iption to & cbnﬂih_t be’tweén '
the libido and self-préserving instinots of ‘ego—instihcté’, i.e. dammed up _Iib'ido: converts

| _ inta manifestly felt anxiety,™

Klein argﬁes that infeimal conflict results in anxiety which may be located in two

~ positions:? | | | | | _

o THE ;Sspaﬁs_swﬁ POSITION...  DEPRESSIVE ANKIETY

o THE PARANOID - SCHIZOID POSITION... 'PERSECUTORY ANXIETY

Awareness of this distir_ictidn is fntended s a means ofhparceiving and resolving inner
confliet anﬂ_ its manifested defance mechanisma in everyday life, However in addi?io_n, i

will argue that insight into these posttions becomes critical within the rehearsat pracess o8

Gy, P, 1989, The Freud Reader, London: Cox and Wyman, P410

- * Hinshelwood, R.D, 1991, A Dictionsry of Kicitian Thousht. London: Froe Assaciation Boak ; pl59
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- mechanism of diminishing tension and assessing the methodology and approach of each

specific actor.

B OBJch.RELAnONAL'STAGEs OF DEVELOPMENT

s THE PARANOID-SCHIZQ !ID ﬂ)SITION‘

' Thls represents Klein’ s ﬁrst pnnutwe and umntegrated stage of developmant. Inthis

position, the prevalent anxlety isofa persecutary nature and the prmmry mer.hamsm IS

- thatof sphtting (i.e. nbjects are seen as good or bad part-objects) Herg, the denth instinct o

: nvershadows the life i mstmct, and is the true and ult:mate source nf persecutoty and all

other f'orms of anxwty Persecutory anxlety iz caused by processes which threaten to (and

~ do) fragment the psyche because the ego maintains separatlon of the good and bad abject |

through persistently using projectlon for dealmg with bad expanences The sevemy of

persecutory anx:ety affects the move onwards to the depresswe positmn {the second stage

' of Kleinian development) because the mtegnty of the selfis severely dlsrupted

- The splitting processes of this position characteristicall); fead to pfojgc_tibn of parts of the

selffego (projective idéntificatibn) into objects, witha depleting effect on the self.

" The depleted self then has problems thb the mtmjectmn of good. objects and Wlth |

- _"intrq]ecuve Identlﬁcatla !
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' . THE ANXIETY OF THE PARANGID-SCHIZGII) POSITION
| : Klem “. . fear of anmhtlation (death) takes thu form of a fear of
| ; persecution expanencad as a fear of an uncontrullable overpowermg object... the -

o anxlety of bemg destmyed ﬁ'om wqthm."22 .

' 'I‘he primary anxlety of bemg anmhxlatcd by A destructwe force Mthm resuits m the ego §
response uf sphttmg itself The sphttmg of the ego {8 cansed by the expulsmn of '
: dnsowned bad pirts of the self, which are projected oftto the extemai object As the Ob_]e(‘.'-t _ -

is percelved a5 contammg parts of the self it is not merely seen rasa separate mdiwdual,

but as the-_bad s;lf. This form of identification leads to an aggmsswe_and petsecutory B

selaton. e

"‘The expuls:ons are aimed a.t an object, and the compos1te pmjecttle of an internal object

plusa part oi the SBlfls mseﬂed v1olent1y right mto the extemal object,”23 -

Klein regards aggression as the critical factor in the development or inhibition of an

individual, She proposes that in seeking to express aggressive phantasies of one kind or

" another, in play or any ather symbolic activity, thete is 2 process of externalisatiun
- Extemal:satmn constlnnes the. mechamsm of expulsnon!projectnon, a3 defence agamst
' mtolerable mtemal conﬂwts But this def‘ence can result in a vicions c:rcle, because “in

reiatron_to the subjact s own _sadlsm, the defence implies expulston,- '_t_i_ut_- in relation to the .

= Klein, 1946 cited in Hiushelwoad. RD. 1991, _pgm__mmmﬂm Fme
Assaciation Book . p159-

A Hinshelwud R.D. 1991, ijg_jmmmm Free Assomaﬁonﬁook pl59 -
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object it nnphes destructlon il Klem argues that attacking the persecutor renders E'e-
- more haxmﬁﬂ rather than 1ess because when the Object (the pPIsecutor) is re-mtm]ected
the attack whu:h has been launched on him actually rouses tha subject’s fear uf an
analogous attack upon himself Essennally. th1s kmd of vu;mus v ,pro;ectlon and

: mtro]ecuon} results in aparanoxd state f hOStﬂltY mh mtense s:iﬁpmmn of any _- g_oqd .

- figures.

Kle'm..c-haract.cﬁses this position with the followmg defences
‘@ annibilation of persamtbrs

K -expulﬁiun (projectiox;,_inclﬁding pr-ajective identiﬁcatioﬁ)
demal - S

o ﬂrght 10 the good nbject '

- *2*_- '.i-g:uhttmg2 :

: Klem argued that envy 15 an 1mportant aspect of the paranoxd~schizmd position. It
represents a destmcuve attack on the sout ces of hfe, ot the good object not the bad
object and raqmras the mechamsm of sphtnng as the mmal ‘defence operanng at the
outset ESSeuhally, it is the phantasy of entermg the good object and spotlmg 1t and its .
ntents (Thts 1s a pnmary expresston of the death mstmct ) The awareness by the

- subject of being saparate f *om the good object is mtolerabla and amuses envy on the part

e

Mk, S0
¥ Ihid, p30
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of the subject. This intolerance leads to a corfusion with the good object, and it s

.atta'cké_d for its _goodness, & process of prbjectivg identification which elicity feﬂtures'ot_‘. '

the paranoid-st:hizoid position.

In the envious state, the death instinet is fused with the life instinet, Destructiveness is

'dil_‘ected at an object that excites a need and therefore love. The subject expez.‘i_ences' o

- _ hatred towards the object for its capacity to excite. Therefore, envy itwolves both the life

instinct (the récognitiuu of needs and the urge towards the objcét) anl the -_tieath fnstinet -

 (attack upon the object).

: However it is niecessary to note thut this fusion is dominated' by the death -ins‘tinct, :

whereas a more healthy form of integration would be dominated by the life instinct, In

-such a case, envious lmpulses would be modified towards jealousy, and cventually,
: healthler forms of‘competltwenees, ambition and asplratxon Ohvmus!y, these are
: mechamsms far more conductve 1o an organic, creatwe rehearsal prot.ess as they 1mply -

- deszre to achaeve The hlghest goal for the mdmdual and therefore for the productmn

Conversely, perseautmy envy results once again i 4 negative vicious circle of hostlhty _

- which poses an gbstruction to the creative impulse and resists constructive pley,
_ Fundamentally it lmpedes the md:vldual from introjecting the productlon as s guod Objel:‘.t N

because any goodness is recugmsed #s Iackmg in the self and therefors attacked

Eﬁvjr feads to various paranioid anxieties. An important consequence of envy is forced

introjection. Forcing the self'into an nbjéct to occupy and spoil it may canse the




2%

E in_;_iivid'uél i_o- fear 4 retaligtory “entry” irito him by the attacked object (the vicious circle'),: E |
ok _majr Alsd_ lead to cbhﬁ;sion: through pe:sénution of the object and s_imultaneo'ug guilt .

about spoiling and attacking it ** .

Klein oppused envy with the state nf&@m sr_ie de_ﬁﬁed it as & spreifi feenr;g foran - E
. nBje_ﬁt that 1s a sou'rc:e §Fg’r¢tiﬁca_tioﬁ.”- It oceurs when the sense of an dbj_a;ct, being- - Eht
 available and ‘reely given h_ro'uses cate, cﬁnsidera_tio'n. and gx_ﬁtitﬁde for the é_ﬂaj_ect T
s paﬁ q'F the life instinet. It signals f&r.greater aWareness_ and int'egratibn ﬁn tﬁé pari of .-

* the subject (astor or direhtnr)_.-.

« THE DEPRESSIVE POSITION: |
_This pbsition represents Klein's sgcdﬁd__‘de{?el_opmental Stagé_ in terms of object-relations,
Fun&aﬁéntaiiy, it signifies the &atxs_ition froma r::laiion to part-objecfs fo ohe with the
whole object. In thig positic}n; an affinity to bad objgct-relationships and persecutory |
.anxiety becomes répiaced by the importancs of the good objeqt'.and ldving impulses. In a |
* healthy, integrated state, the death instinct is normally in a state of fusion with the ibido
and life inStinég, and Life inst’iﬁcts are in the ascendant. ™ Ac;olﬂlﬁg to Kl_aiﬁ; thegood

: obj'ec:t is essential in lxving an integrated life because a";l;oﬁd, .helpﬁzi, loved ﬁgura inside
..t_he; persoﬁality constitutes pﬁmary ident_iﬁcat_ioﬁ 'ﬂ.rq.un.d whi;’:h.th'e whaie of an ide_mit} i;
' . formed. In additior, thé good fntefnal object prwides the cdnt_inuai dialoggie of -

encouragement and self esteen iip_on which confidence and pﬁychoiogical'secqri_ty are | |

- tbid, p172
¥ 1hid, p172
* 1bid, 1266
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L based 'I'he depresswe posmon thus represents a development from projection in '

precedmg para.nmd states to mtro;ectlon now.

- In this developmental state, prcﬂectlon (or expulmon) is resnsted because it gwes rise to _ |

- fears that the good t.rhject will be lost through prq]ectmg it outwards. Therefore, mora

emphasls is placed on introjecting the good thmgs into the mternal worid and reIaxmg the

' jmpulse to project bad things. out.

With a decline in projectio, 4 greater awareness of the state of the internal world is - | -
~ engendered, and in taarn of the external warld. Tn other words, the ability to aokﬁowiedge _

 unwelcome aspects of oneself and recognise the better qualities of the external world is

heightened. 1 would propose that in relation to the actor, this state of internal awareness

- would glicit a mature integrate‘d perspective in terms of his interpr’etation of the 'character, '

genera,l workmg ethic, relatmns with fellow actors and dxrector and hls hohst:c a

| develcapmental jaumey wu' hm the rehearsal process '

. DEPRESSIVE Anxmxx
Depresswe anmety represents a lear for the snmval of the loved object (whe:eas

. persecutory anxiety is a fear for the ega).

B When good’ anci ‘had’ versnons of an Object (part«objents) are hrought together )

' (mtegrated) asa whole. the conﬂuenee of hatred and love towmds the object gwes rise to :
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a pamcularly “soignant sadness whlch Klem calls “depreseﬁve anxiety™. m 2 Essentially,
towards an object

Thg- ‘good ¢ objec.t'is now éhanged in the subject’s mind to'sdmetﬁing both more realiéti(:_

“Klein descnbes this anxiety asa form of gullt due to ambwalent feelmgs one experlences -

(in an objéctivé'éensg) and more suspect. It no fonger répresents the perfection the subject .

' _desi_rés' as it is perceived with its ‘hﬁ_\_d’ parts as well. The object may be regarded as:
& depleted drastically ofits goodness |
sy cnntamihateﬂ with badniess |

% harmed damaged o mutilated

“ partly 258 result of the subject 3 OWR persecutory phantasles

Coe

‘This may lead to-an iri_tgnse feeling of responsibility towards the object, as well asa

severe sorrow aﬂd_ guilf, Like Freud, Klein believes that guilt and depression are

agsociatea with losing and mourning an ambivalently loved object. However, with this -

step comes & new capacity to love, Concern, sorrhw and love for the whole object are for

| the object itséif: not merely for the gratification it gives, Therefore, the ohject is loved

despite its bad parts ('whereas in the parénoidaschizoid position awareness ofthe bad parts

' changm the good ob_lect abruptly mto the persecutor) Thxs is g vital stage ofdevalopment :

' because love can be sustained gmng the begmnmgs of stability. thh regard to the actor, :

“love” in thig sanse.ls_symbohc for conslstent commitment to the production, support and-

E are for fallow .aét_drs._ belief in and support for the .directqr,_ care aud lack of judgment for

» uud.pma
* 1hid. pns
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one’s character. Klein argues that depressivé éﬁkiet‘y is the orucial element of muture
' relatlonshlps and the ¢ smlrce of generous and altrulstw feelings that are. devoted tothe

well-being of the Objact

'+ DEFENCES AGAINST DEPRESSIVE ANXIETY:
 Kiein argues.that these defences fall into two disf_inct categdries.: a

() Paranoid -

@) Manic®

@  PARANOID DEFENCE
In tha depressiir’é po’sltidn, persecutory anxiety does not disappear, it remains in the
background and éa;m reappeqr in the interplay between projection and introjection,

. Atnbivalent emotions towards an object may be extrameiy disturbing and this step-

forwerd from the paranoid-schizoid state may be resisted. Therefore. reversions may
-oueur to paranc.d relatlons a paranmd defence agamst depressive anxicty. Thls will |
result in an, arki ‘rary splitting of the object to avmd the couﬂuence of hatrad and love,
ensuring that objacts are seen as part-ubjecm once. again wholly good or wholly bad
'This givas protection agamst depressive amnety (gullt) The abovementmned persecutory

_ | defences apply to this dynamlc _

n lbid plav .
ibid, pldo
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”'._(u) - THEM IC DEFENCE | |

o ~ The manic defence ﬁmchons ﬁom the premlse of‘ ommpotence that the nbject-relatwns
Iare hot of great i 1mportance The ego tells itself it can manage perfectly well thhout _

| ~ being dependent on anyone (especially the loved ob_;ect which is felt to be damaged ) A

demgratmg amrude thus develops towards the loved objacts, 8¢ that thexr Ioss will not be _

expenenced as lmportant. l en triumphant and ommpotent detence nnmmu;es loss and

o guilt. Fundamentai!y. ommpotence is based on denial — & demal of psychic rewty» and

. objects revert ounce again to persecutprs.

. REPARATION AND PLAY:
In the depres.swe posmon eﬂ‘orts to maxmnse the lo\nng gspect ofthe ‘damaged’ whole
| anect ara mobllised. If the subject does tot revert to the above tiefences reparatnon
should oceur. e I(lem argued that mpm_'at_ton is the third stagze in the development of the
self; m_-ising -diféctly out of the 'dep.iassivé_ posi_tion_..- Primatily, it is the repair of the

_ .' internal world, through repa_iting. the éxtemil, and is one of the main methods in
bve;coming depres_sive anxiet;lr,. “It comes out of real concern for the object, a pining for
it It r_nay ilIWQIIVE great s’eif-#ﬂcriﬁce in.thé external world into which damaged objects

have been projected.”™ -

Kleinian thought emphasises that reparation is the strongest and most creative urge. It is
therefore 4 vital theoretical component with regard to the actor and director within the

rehearsal process, and an optimum psthalogical-statg to inhabit. I her 1940 paper,

M i, pm
* thid, p415
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Z.Klein- shows there to be various forms ofreparatidn. however only the form offeparation _ )

. grounded in love and fespécit for the object results in truly creative achievements.” O

o Klem not:ced repamtlon occummﬁ in play
. “One moment after we have seen the most sadlstlc 1mpulses. we meet wnh perfonnances -
- showing the greatest capac_-.xty for love and the _w;sh o make all pos_mble _s_acriﬁc_es o be :

" loved,..how the ﬁhahtasies can be liberated for most artistic and constructive _Work"s"

iy _Reﬁaration_ isa vital_. foree for coﬁstruéfivé exééfience-. in the external w:or_ld. Ttis 'usualliy .-
E expressed in aéﬁpn- towé.rds an external object which can then be infrojectéﬁ in phanbas?y. L
to support the internal world. Tt therefore a.ppmﬁ;hqs mote realism than the simple (love)
relationship with an idealised uncontaminated loved object (as in the parahoi_d ~schizoid

" position), -

K'l_ain.ekplai;led that in the .mode o'f"i_'epér'atiom subjects f_'t_ae:l for their ol_:;je'cts and their
‘play tells_#- exactly what féelings and why Twould suggést that repamt_ioﬁ i6 a vital notion.
fora cunétmctife and creative rt::he#rsal proues_s'.. because within thiﬁ pSychdlogical : _

o "framework , itipulses of crueliy are fumed to pity :ind 'reinorsé,. a‘nd p}ay results'in ﬁe | o
 restoring of the damaged object If an ector lonated in the depresswe posmnn reverts 1o |
paranmd m manic deﬁences, mtegrated self‘-awareness may mduce reparatwe desu'es to

restore his creatwe 1nput. Therct_‘ore concern is re-estahlished_for_ his axtemal obje_cts (_the

' "’I‘Iwutlwrtwumnml‘onns were! (D gg!crepnrauon basedon tnumphandhmmhahon and (h)
%bsessionn reparation consisting of compulgive repetition desigried to placite,
- Klein, M, 1927, Cited {n Hinshelwood, R.D 1991, m;gggmﬂg_:m_mgmdmma :
' Associauon Book . p4i‘ : o S
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o play. his fellow actors or dlrector) and reparatwe actlvlty may mobihse extraordmary

- creatwe dnves Impl:cltly, reparatxon is the mgmficanl. root in all creatwe actmty! '

. PLAY AND CREATIVITY

Klam dwelis a great deal on the nature of play as an “ Externahsatlon of phantasy
) actl\?lty“” She rcfers pamcula:ly o unconsmous phantasy, as the basm bl.nldmg block of o '
" .'the mmd 1tseIf; representmg not only the unfolding of mstmcmal unpulses wu:hm the '

psychologtcal f' eld but atso the attempt to overcome the conﬂwts and pam to wl'uch the

mstmctual drives gwe rise She defined the a,ctmty of play As 8 form of e:ctEmallsatlon of

mternal preoccupatlons, in partwular a preoccupation thh relatmnshxps to objects :

- bf_almved to exi_st mtemal_ly. -'l‘hus_free associations with adults came to be saen hy._Klem '

s play with objects; external and internal,

Kiein implicitly believes that the process of extemalisation is part of the activity to create
_ & inote congenial psychm world (and 28 extemahsatlon is charactenstlc of thie depresswe .

 position, its 1mportance further endorsed). She argues that in the act of play, the playful

adultis rehearsmg, ing publte and syrnbol:c way, much of the basic. paln of the human

' situation and explormg new-solutlons- for it, and that consequently,_the act ofplay is itself
‘& creative ﬁrqce&s.lpart of this proceés is the search for new objects towards which sdme

. ofthe impulses can be turned, thereby diminishing in_témal tensions and conflicts,

¥" Hinshelwood, RD. 1991, Ammmmm Frec Association Book , p263
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Fundamentally. Klem contends that the urge to play is the rehefgamed ﬁ'om

- extemalmng painful mtemal situations.

Toa large extent, Winnicott coneurs:  Playing is an eacf)eﬁence; always- a creative
i éxpérienc.é aﬁd it is an eXperience in the space-time contimuunt... & basic form of
- hvmg perhaps only in playing is the individual free ta be creatave and to dtscoVer the

self “38

- Therefore lf we accept that pIa.y mvolves the extemahsanon of internal conﬂlct. and -

| extemallsatlon is intrinsic to the depressive position, it i§ reasonable to suggest that the
dlrector should strive to create an ey 1ronment cor-dnclve to healthy extefnahsa{mn on ._ :
the part of the actcﬂ- ie, enable and assnst the actor to escape and overcorie p_ersecutory
R mechamsms which w:ll inhibit externalisation and therefore play Thrs notion wlll be :

ﬁthher elaborated upon in chapter II

. Winnicott afgues that in order to control what is omside.'ona_hés to do things, not just

- think and wish, and therefore: “playing is doing™®,

an action concept which provides a
testing gmund for proceedmg onwards. Wmmcott advocates the notion that piaymg
facilitates growth and psychie health, can serve as a form of commumcaﬂon and i in

addltion. can lead 1o the formauon of group relatlonshlpq (all ofwhich dre wtal

% Winnicote, D.W, 1993, Playing and Renlity, New York: Routledge, P40
- Winnjott, D.W. 1993, Playing and Reality. New York: Routledge, P40
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" components of the reheacsal pracess). However, he proposes that playing hasto be

‘spontaseous in order for growth to occur, and not merely compliant or acquiescent,

T Wir_ir_liootf dgscriﬁes the pre-ocoupation _thaf cﬁmacteﬁseé the playing of a yc;ung chii(i_as o |
_' ..a ﬁear-withdrawal state whe.rgthe p.laying child ir'lh.abits' an area that cannot 'be_ easily |
_ &handonéd,'.nnr easily admit in&uéinns 1 wo'ul& argue that this .is the ve‘ry state the actor
- should ;Spim to oocupy in arder to ﬁ:&lv Ifeve every moment he is on stage and tmly
. inhabif the character belng portrayed Accordmgly, Wmn,oott “resmbes the notion of
“bemg before dom;, . in order for action to be and fesl authentnc and not metely actmg ..

(1 e, to ‘merge emohon. thought and actmn)

Winnicntt pr&ﬁoéés that the area of play'is not inner psychic re&lify. nar is it external

reahty, but rather an, mtermedxate areg he callt:d an 1Ilusory world” Intereshngly, tha

ward rllusmn is derived. ﬁ‘om the Iatm word “ludere’ which means ‘to play’. 'I’herefore
| ac}corchng to Wmmcott successﬁzl hvmg oceurs between rea.hty and fantasy, n 1he

_ ‘illusory’ worId

C. THE USE OF TRANSFERENCE IN »SYCHOANALYTIC THEORY,

‘e . TRANSFERENCE:
In p&YchoanaIysis transference is the phenomena ofa patient!subject 3involving the
therapist (who is part ofh:s outer world) in the conflicts that constltute hss itinar world, .

-and its analysls reveals the kmd of interaction that is going on between hls inner and .




_ resulnng 1rrat10nahtms and behawour

' -counter-transference
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' outer worlds, mamly through prQ]E!CtlDIl and mtropctmn Fmther through analysrs of this
" -'.transference, ihe subject hias a chance to become aware of how his two warids of -

" experience, mner and Duter are unreallstrcally cunfused and can slowa grow out ofthe .

0

how our patlents act on us for many vaned reasons. how. the,y draw us m*u theu

o defensive systems. how they unconsmously act out with us in the transference, trymg to -
E get us to act out with them how they convey aspt:cts of theit mner world built up ﬂ‘om :

| mﬁmcy, elaborated in childhood and aduithood experiences oﬁen beyond the tise of

words whlch we can oniy c.a.pture through the feelmgs aroused inus, through our

as-ll

In the transfer ence, somethmg is constantly gomg on, The theraplst is constantly being

used the playmg out, in the relatlonsh:p with the therap:st, of subtle and often extremely o

' obscur_e object-relatmns. I would suggest_ that the same dynamlc may be appl_led to the

.ac_tor-t.iiréctor' relationship. (As stated in the introductior, the therapeutic and reliearsal

domains fuinction on many similar relational levels, however the reliearsal process aims

towards performance rather than therapeutic understanding on the part of the individual.)

. "“Guhtrip H. 1971 'vgjggmjﬂlg Theng nnd the §eu; London Hngarth Press Ltd,p66

o Juseph. wss cltedinl-lmsllelwood. R.D, 1991, gp_ igtionary ole_g_mmn muugm, Landon: Free

Assogiation Book p2.63



- Kiein asserts that the therap;st is sub]ected t0 uncanscious maneuvarmg in order that the o

. .:'suhject can orgamse parts of Iumsalf and his mtemal object& to “help himi mth h13

amnety" 1 would argue that the director i is subject to the san & l'ype Df mechamsms and _ | __ .

.' should thus take cogms.mce ofthem Applled to the rehe.arsal dynamlc the subject‘ :

_ (actor s) won:ls have therefore to * he hstened to not ﬁrstly for their content, but more for -

what they are almed ut domg to the theraplst (d:rector) and his mmd“ ol

I wou]d argue that thxs isa v1ta1 concept because it lmpacts dtrectly on how the dlrector -

may cnpe with an acbur 5 anxxety

_ According to Kiein, when a patient (subjéct).'has an 'intolerablé anxlety he deals with it - '

by projectmg it into the therap:st The therap ist’s responsc shiould be to acknowledge the

_ anxiety and do whatever is necessary to relieve the subj ect’s distress, Le contam the .

. ;'\ .

- anxiety. The subject’s perception 1s then that he has pro;euted snmethmg mtolerable mla .

o hxs object but the object was capable ofcontmmng and dealing with it. The subject can

then re-mtrq]ect not on.y his angtnal anxlety but an anxtety h‘Odlf ed by havmg hae:l

' contamed At the same tim* he also introjects an object capable o{‘ contammg and deallng . .

w:th anx:etyl Thxs is the begmmng of mental stabslxty However lf the object is unabla to
y bear the sub]ect‘s anx:ety, the subject may re—lntmj&ct an experience of even greater

ferror than one he had pmjected

 1bid. p2i4
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. When related to the director-actor rélaxianship, the above notion becomes.  lin

guiding 2 director when dealing with an actor’s anxiety. If'a director is not able to contain

- an actor’s anxiety, and possibly even internalises it himself, he may project an ever - -

greater anxiety back to actor which would only serve to heighten the actor’s terror and

resist the rehearsal process even further,

‘Winnjeott agrees with tha importance of aggressive behaviour. He coritends that if the -

appressod agalnst object (for example the director) Is not destroyed (by __becdu_liug .

_ enraged or out ufc_ontro_l-) and rather “holds™, the developing individnal hegins to see

itself existing in its own right,

+ HOLDING:

* In light cf Klein’s containment theoty, Winnicott's concept of holding is imperative, He

* argues that a “holding environment™ is fundamental for the individual to realise is full

ﬁoteﬁti:_:l. ‘He believes that when thetapist (or similarly, a director).is w}lere the

ind_iv_iduhl néeds_ him-.to be, thefe isa sensé of continuity: a ‘going-on-heing’ feeling,* He
prdﬁoses that when'dﬁa is *held’ there isa t‘ee.ling. thﬁt a safety-net is f:réseﬁt rather than a.
hard concrete floor, and implicitly, one will not b= dropped, physically or mataphorically.

Consequently, one can eaperience one’s self, and ba une's self. However, any

~ Impingements or failure to adapt causes a reaction in the individuﬁl_ which breaks up the
o ‘.go.ing-oﬁ-'being’. This may pose a serious threat tothe intégra’tinn of the individual (and

-applicably, to a ‘safe’ dynamig in the rehearsal process).

" ® Grolnick. 8. ted). 1990, The Wotk and Play of Wingjeott, New Jersey: Jason Aronson Inc, Chapter 3
Groknick, 8. {ed). 1990. The Work and Ploy of Winnleott, New Jersey: Jason Aronsan Ine, p72 e
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' Essential to the concept ot *holding’ is the notion of a *good enough

38 .

+ GOOD ENOUGH CARETAKING:

43 ‘ﬂdmdual

Wixmicbtt emphasi'ses that an individnal must feel able to try and err and jeel that errors

. will be appreciated as much as the successes. For exarnple the dlrector shou(d ultlmately

 feel pieased that the actor fcels free enough to make mistakes and is wnlllng to aggess

against the dlrentnr; In further applwanon to ths_rehearsa,l dynasmic, the Wmn_lcott:an

tiodel would advocate ot only a *good enough actor’, but also ‘gaod enough’ director,

The director should feel free to be wrong. to try out different mterpretahons, allow foran
_lndmdual's capacity to play, and not u'npose mterpl‘etatlons upon an actor, but rather
work organically in order that the actar makes the mterpretatmns himseif. Thls is an

o 1mpnrtam tote fora dlrector to allow the actor to discover chomes for his chamcter, and

thus to be ﬁ;lly-engaged with his own creathty ina sgfe. contained environment.

« THEDEVELOPMENT OF A SENSE 4 Eumwnns - CONTROL:

.'I‘he amount of freedorn desired by an individual is vmable An lndwldual must bu11d up

2 belief in something good, reliable am‘l durable - something that recovers after havmg

been hurt or allowed to perish, However, Wiililicott suggests that there ave times when

. festing controlled is very rhuch related to feeling secure. He :itfﬁbut_es thiz to insufficient
.'  internafisation of external control into self-control. He warns that part of the process of
being able to feel secure is to test_thé éecurity systems around one; when the individual

" meets Frighteningly new and s'trqng' feélings in themselves, they wish to krow that the .

** toid, Chapter 3




i through these controls and “estabhsh themselves as themselves

Ieads on to self—control and when self-control is & fact, then sacunty i an irisult.

3

extemal controls are stlll there. Yet, at the same time, they must prove that. they can break

» 46

In accordance w1th Klem ] notwn of “contamment“ Wmmcott views aggmssmn a8 a

necessary part of the process to place the ob]ect outside the projectwe world and mta the

sphere of reality (or progression f_rqm Kiein's part-oh_;ects into wholg ob)ects). Ifan

~ object can be attacked and destroyed again and again and survive, the individual develops

a sensc that there is an outside that has the origins of stability. Winnicott sees thisasa
li_félqng dialectic between the internal impﬂlses and the need for security, and advocates a

“living relational” dialogue between the.individual and his potentiaily controlling

N _ ﬁgmafs. Crucially. once sélf'.cnnttnl exists' 'sec'ur'ity ne'ed not be instilled':"

“Good conditions in the early stages lead to a sense ot secunty, and 4 sense of secumy

w7 '.

Thls is vital, as it a!lows the dnrector to.expect testmg and resnstance 25 nccessary part of -

the rehearsal process, while it recommends a holdmg of this aggress:on in order to allow

for growt_h, secunt_y and creatmty.

. AUTHEETICiTY:

The notion of authenticity'” further.develops the concept of holdirig. Winnicott is

ded_iqaféd- to authenticity, natutalness, spontaneity and freedom within responsibilities, He

"argues th_af if au iﬂdivid_!_ial.can fégl supported but not dominated, there is a changce for an

4 i, p66

" Ibid, p67 .
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authemm true self. a pnmal authentlc:ty aﬁd mnocence, whmh angenders an “inner

* sensorimotor” or “gut self”. » Engeudenng sucb an mternal connecnon is cruc:al for the_ -

 rehearsal process s an n actor should always have ummpeded access fo inner unpuise and
uncensored motwatlon in order to fully mhablt and reahse hlb character in te.nns of hlﬂ -

own psyche

- However tlns st be preceded by the caretakerfdlrector having § gwen the md;vidual the

valxdatmn of inpter expenence. If not the mdmduai may be forced into an ac'-eptance of

someone else’s point of view whwh may begm the formanon ofa false self, and muifest

in persecutow amuety, res:stance and hosnlity

Wmmcatt noted that the false self Erequently uses the defence mechamsm of

mtellectualisatmn Thls s;gnals that the chance to authenticate the aelf has been lost and

. therelsa remforcement ofa drssoc:ated and/or isolated mode ot‘expenencmg Therefore

the indmdual CANNOt grow ina developmantal sunse. This is critical in the reheatsal -

process, for if an actor begms to over-mtellectuaiise (as opposed to mtellectu&lly

.understand) it may dxrectly unpede the accessing ofemotlan, and true, authentic

perfonnance cannot be realised.

xbid p30
* Ibid, p30°




- transformation -- and the nan 1y spfemimfred phoenix’

Speclﬁcally‘ Freud deals with nrgamsed groups

-+

QROUP PSYCHOLOGY.

" (n ‘oup developmem

a r:rucrb!e, a relentless nncompronising,

- inexorable pressure on the outer shell of defences

bmmtg hor aﬂd cold

aring of fire armmd rhc frme: dore of ash

i}

In his essay: Group Psychology and the Agglxsig of the Ego™, Freud goes beyond his

earlier studies of individual p.sychic life and examines the features which characterise the -

 Individual within the framework of the grohp Freud proposes that in an individua.l’

psychologlcal life, someone else is invariably involved: as a model, an object, a heiper or

gr oppoR.itt, smd theretare, mdmdual psycholugy at the same time involves grnup

B psychoiogv In othetr words, Freud defines group_psychology as the simultaneous .

influencing of an individual by & large nurﬁber of people, bepple with whom he is . '

- commenly connected by a specific factor, although'otﬁémfse they may (in manj

respects) be total strangers.

"5 an individual who is a component

partofa crowd of people who've been organised into a group at some partu_:ular-ume for

a 'det':.lite bﬁrpose. He further assefts that 'linder thesa special conditions, natural

» Agnmrum. ¥.M. in Schermer, V.L. and Firies, M(cd) 1994, Ring o[Fim Primitivg Aff_e_gig and @j_;

-Bgmammmwmn Routledge,

" ., 38y, B, 1989, Tho Frond Reader. Loadon: Cox and Wyman. P26
52 Frend, 5, 1991, Ixiljmmg, ggu aitid Relig f. (Volume 12), Ncw Yo:k Ptmgum Hooks le. PO5 -
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continuity is severed, and phenom'ena appéar that can be regarded as expressions ofa:

'speclal mstmct, the “group mmd” or “herd mstmct“ 3

« THEH RD INS CT« | |
Accordmg to Freud, this insnnct shows a clear regression nf mental activity to an earher )

developmental stage I—Ie dascnbes it u5 an innate instinct within an individual who feels

o mcomplete ifheis alone "Therefore opposition to the graup, thh imphes separation

| from it, is anxiously avmded. Freud atiributes the following charactensncs tq the her.d
 instinet:® | : | o ..
% lack of independence and initiative in their mémbers. -
¢ Similarity of reaction | |
% Lack of e'ma_:')_tiqnﬁl restraint
o incapacity for moderation .aﬁd delay . |

" Tendency towards the lowest common denominator

»  LIBIDO AND SUGGESTION; -
Freud definies libido as the energy 0ft_hbse instincts which havé_: to do with all that may be

‘comprised under the word “love™ “sexual love, s¢If love, love for parents, children,

* Freud, S. 199, Cilisnton, Socfery and Reigeon, (Volumo 12). New Yarlc: Penguin Books Lid. P45

™ Giiy, P: 1989, Tho Frend Roader, Lodon: Cox and Wyman, 626
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_ﬁlendship, lova for humamty in general and devotmn to conctete ob]ects and abstract

ldeas " ""

o _-Fundamentally,. Freud argues that the#e liidinal / emﬁtional ties éonﬁtitute the .eééénce of
. the group mmd Further, it is noted that in an orymlsed group (such asa theatncal cast)
| : _. mdwlduals are bound by libidinal ties - to the roup. leader (dlreutor) and w other

m..mbers of the group Impllcttly. the mdmdual is therefore bound in tWo dlrectlons by

Can mtense emotxon wlnch causes an alteratlon or l:m;tatxon in personahty

' Freud brbpés’és that suggesﬁbili'ty i¢ s0 strong between tﬂese ﬁes, that if such a‘h
orgamsed group becomes digintegrated, pamc arises. Orders given by a supermr
' (dlrectur) are no- Iunger adhered lo, and the mdmdual may begm to act on his own
account w:thout oonsideranon for others In th:s stabe, if mutual emut:onal ties cease 10
‘exist, ora gre_at sense at‘danger is perceived, a huge,_senseless dread may be mduced in

 the form of angst.

S IDENTIFIC! T [THIN, NOR ANI EDGRO P:

- Freud desmbes 1dent1ﬁcat|0n as“the earlxest express:ou ofan emotmnal t:e with a.nother
persan or object nah However, he emphasised that :dentiﬂcatmn is nat the choice ofan.
~ohject we w_oul:l like to herve, but rathér with sq_methx_ng_we would like to Be. It may arise
R wﬁe_n we pé.rc'.eiare comlhnn Egﬁalities with another objebt. .Tﬁe xﬁqfe_impor'tant this -

" comimon quality s, the more _sucéessﬁ;l the identification, and thus the establishing of a

5 lbld. piio
* Toid, pllz
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| '_uew libidinal tie. (Thls is cntlcal with regard to the nature of the tie with the dlrec.tor or

' fellow Gast members )

- Freud suggests that xdentnﬁcatmn within an orgamsed group lmuts an mdmdua.l‘
' aggresSweness towards those with whom he has 1dent1ﬁed hlmseI{' and encourages the

' oﬁ'er of help He noted that such 1dentxﬁcations were at the root ot‘a “clan feelmg" or

= group bond

LE BQ. N'S bESg: RIPT!Q& OF THE __G_RQUP MIND.

 Freud cites LeBon, and the charactenstms he attnbutes to & “group mlnd”” |
These charactenstics are cntxcal in terms of lmw the mdiwdual wnthm an orga.n]sed group_ o
' (the theatrical cast) is affected. LeBon proposes that 8 | |

eg group is extraordmanly oper to mﬂuence, extremely suggestible and fickle

.4 group_ s agreement thh re_ahty is never checked by any r_ea.sunable ﬁ.mctlon o
o the feelings of a gmup are always very simple and very exaggetated, and therefore
_gou directly to extremes and is.easily swayed and led. "

o 1fa susplclon is expressed it is immediately changed into a certamty. Judgment is

hasty -

'« 4 group can only be excited by an excessive stimulus

+ it demands strength from its heroes

* Gy, P. 1989, The Freud Reader, London: Cox and Wyman, P627
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_o. mdmdual mhlbmons ina group fall away and al] the cruel, brl.l.tal.l and dastructlve i
| mstmcts (Whlch he dormant) are stm'ed to fi nd fres grattﬁcatmn ' |

. : . under the mﬂuence of suggestlon, groups are a.lso capable of high achxevements |
-_ abnegatlon, unselﬁshness and devatmn to an 1deal -

~» groups demand ilfusions rather than the trath
| SUMMATION; =

' The above characteristics, as with all the theoretical concepts addressed in this chaptet, |
- are not intended to serve as 2 rigid grid within which to catz'gorise the actnrs interviewed
. or t11e rehearsal dynamxc Rather these concepts are mtended to act as 4 guide frum

' wh:ch to contextuahse and locate my analysm from an orgaruc and ﬂexlble petspectwe

The ﬁis_tory of psychoanaiysis has been one @fﬁying o uh:_ierstand' the mecf_u_m_iSma
invoIVed in humﬁh expéﬁencé. Amongst the gamut of _dur emotional range, t_ljis includes
inner conflict; pain, lo?e._ desire, feﬁr. aﬁge,-.-_and. joy. ltis ;nj belief that prec'is'qu the
samé search fies at the eﬁi&éﬁxre' of the theamcal br_oc_ess. Iﬁ this domain the human

' .cor.lditi.c;ﬁ is played dut oﬁ multip]e levels and each -enéenders further multiple | _
understandmgs the actor in relation to his character. to his fellow actor/s, to the director, -.
" tothe play asa whole and fi nally to hlmself whether consc:ously or unconscnously

: It is my belief that the theory exammed and d&scussed in this chapter bears dlreutly upon
these leve!’s of understaudmg ’I‘hrough application of thase concepts to pracncal case

studies in chapter It, } will aim to iltugtrate the orucial relevance of th_ese notions .and the




i profoundly valuable insight {hey can offer to hot) sctors and directors ecbarking o

* rehearsal process.
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" CHAPTER T

This chapter is mtended asa cntlcal evaluatxon of mslghts gained, by the application oi’

- selected theoretic: | concepts {dlScllSﬂed in chapter one) o elght case, studles 'The chosen

. case studles are specific to the productmn ofMgg_tgt_l;‘mounted at the Wits Theatre atthe

Umvers:ty of the W:twatersrand i October 199?

The prnduction compriséd 2 cast of sixteeh :;r:térs all of who'n may be classified as full

 time students. The rehearsal process, which evolved over two months was therefore '

necessanly stmctured around the students” free t;mes Th:s situation 18 vastly differentto

 that of a professional prnductxon where the acturs wcrk elght hours. per day for five. .

_weeks and recewe financial remunetatlon Further the pmducnon included actom ﬁom

all years of s_tudy betiveen first year and masters levgl.

Macbeth was co-directed by two staff membets; myself and Mr.David Pe_imef,- assigted -

' by 2 fourth year stugdent Mbhique Garderi (who- was' also the produé.tion designer) The'

- 'above precepts thus imbue this parttcular production w1th hlghly camplex and unusual

clrcumstances, the outoom&s of whnch will be ﬁmher evaluatecl




48

' FIELD RESEA“’ 3

o 'Elght cast members WeTk randomly chosen and. personally mterwewed Imtml conseut
 was granted by the actors and 2 contract ef‘ conﬁdenttahty entercd mto The eomptlatmn S
of the questlonnalre was dtrectly mforrned by the selected theory and resulted i m i
standard format, both qualitatively and quantitatively. The i mter_vte_“s were -recotded .
* verbally onto tape (see a_ependix. .t.‘or_transct".iets)-, and whet_emerged was both ' |

‘enlightening and disturbing,

 METHODOLOGY: | |
- -There are obviously many ways of interpreting field research, My focus is qualitative, not '_

_ quantitative in:he following manner:

O The e\taiuatien wil be structured under topic headirtg:e informed by .the_. " o ' ;
o IIQuestiennaitet 'Whi.ch in turtt is informied by the_ selected t.heoreticel nntiotts. 1 | o
believe these .hea_dings_ ata c.ruci.al as they are located funda'merttally in the .

: éxperiential espect of the rehearsal process. | . o
(ti) .- I Wﬂl 1ilust1 ate each toptc headmg, w:th spec:ﬁc examples extracted from tht.

i mterv:ews

iy 1 wﬂl enttcally evaluate these examplee (e. the actor in relation to the toptc
: headmg) in the ltght of objeet-relatlonal dynamtcs outlmed in chapterl This is
| speetf' cal-ly located _wlthm_ the rehearsai process. The evaluation will take the fom

of'a critique and provide outcorme-based recommendations fur a diretor,
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(iv)  Iwill provide a brief summation at the end of each topic heading. This will
include key principles that may be deduced from the critical evaluation of the

: ﬁeld reééarch;

I believe that this approach will be the most beneficlul for me as my primary focus is on

critically interrogating the specific individuals within the rehearsal context, and thereafier

'propdsiug key directorial priniples.

As stated in the introducrion, the relational basis of the rehearsal process is highly

interactive: e_motionétly, psychologically and physically. I’récisely because of this, [ have
- ddditiop~:ly found it extremely beneficial to locate the interrogation of‘my field research

within this relational domain.

& [PRE-EXISTING PERSONAL BLOCKS

These inclﬁde-ahy blocks, resistances, i_tisecuﬁtien or inhibitions an actor might have

which are consequently brought into the rehearsal space from the outset, Due to the fact

* that these are usually deeply ingrained apriori, they may have a profound and devastating

effect upon the rehearsal process. I will include fhree specific examplies under this topic

Heading. -
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| CASEL: |

~ Actor L, pronounced her personal blocks as the following
" “the idea of bemg very physical with someone, and alyo havmg conf'dence. . usually

 Ifeel I'm not worthy s Wi if P the Worst ome thereﬁ’”

Itis eﬁdent-that even before thé rehearsal process'bégan, this actor experienced fears of '

_ mtefacting p@sically and not being ‘gond enough" Awareness of these points atthe o

outsct cf a rshearr.al pracesa should serve as an alert tn the dlrector This aotnr notes 2

resistance.to physical mteraction and a severe Iack af‘ self’-conﬁdence Itis hlghly

- probable, when applymg Winnicott's notion of * good enought caretakmg that _an actor
entering the rehesrsal process with the abc ve blocks will require _ai substantial 'amount of

'_‘__holdipg‘. Large space should be given in order for her to try and err ina suppo‘rtife,

rurturing context, particularly when rehearsal involves physical performance and

- interé.ction This would enable the actor to nentralise her inner fears by internalising the

g rehearsal space as a non-thmatenmg, non-pumtwe envnrnnrnent. ie. the :'ehearsal space

would be mtemalised as & good ob_]act

In addi'tion. the director should expect the actar to aggress as a p'rocesa of extemalising
of projectmg her inner fbm and conﬂlcts, and consequently contain and allow for that

dynamlc 10 occur It‘ not, there exusts the danger of her mternal ‘badness or unw:nthmess

# Appendix. ph

o Grulnick S.-ted). 1990, The Work and mm ﬂjmﬂcﬂt 1, New Jerscy: Jnsan Aronson Inc. pvs )
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| hecommg retntro;ected ing persecutory or paran01d manner. whlch would ultunately
| 'prove destructwe to the rehearsal dynamm as all extemal oh_;ects would come to be o
- ) peroewed as hostule or threatenmg and asd resuit, spontaneous p!ay and creatiwty would

 beimpeded.

CASEIL:

. The above personal block was. reafﬁrmed by actor B.:

_ ...conf'dence, A block agsunst Just gomg for it and not canng what' anyone thmks,

or to just try and play...it makes e angry at myseir becanse X wait to and o

_imngme how it could look, e hen it comes to doing it I Just dnn’t...ut makes me . '

-

I, nil

. Simtlarly. actor B. presented feehngs of fiot bemg *good enough’ and l:he same cond:tions

and dangers npply Howaver itis. lmpurtant to nate the feelings of anger whxc.h emerge _
Aggressnon in tlns case 15 ‘urned mward and can mgnal phantasxes located it the

‘depressive position. T!us should consequently alert the dtrectorm strong feelmgs of guxlt,

. respon51b1hty and amblvalence on the part of the actor. with possible reversions to

_ paranmd defence mechanisma such as splitting and feelmgs of persecutlon For example. '

the actor may wlthdraw intoa recluswe hermetic state, re[uctant tu mteract with others or -

B ) extend het relatmns into areas ofuncertamty Tlus would dtrectly 1mpede tmthﬁnl

“ Apposdiz, ;i3
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 inhabitation dfcharacter and adversely affect constructive relations with the rest of the

- group,

'Howavet, in accordance with the depressive position, this actor may present a deep desire -
‘to introject good objects in order to feed the life instinct, and therefore empathetic
' _nurﬁurihg, containment of anxiety and ‘holding’ should vnce again be fagilitated by the

_director..”

CASE III:

- Actor Z, preserited differently:

“the block to abstract process _Worl_f.- Tdon’t 'c_nme from: that training, Pve always

been comfortable with accessing roles without doing those kind of exercises and

they're just very removed from my experience,”"

* “Process w_o'rk‘.‘ is a theatrical term used to describe exercises performed in the rehearsal

* process. Thiy are usually not dependent on the text of the play and can help facilitate the

actor's exploration of character psycholog ;, character history and motivation, Tt is not 2 |

" consistent component of the reliearsal process, Some directors choose to _f_héilitafa this

kind of process work, while others deem it to be the actor’s *homework’,

. A_pﬁmdix.p&
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R is crmcal for the :hrector to be aware of actor Z's feelmgs Each actor responds
_ dlfferently to such a.n approach ‘Whlle a spec*ﬁc actor may thrive on helng gulded
i through character _exploranon, another n_:a_g not, Ffunaware, the dn_-egtor may find the '
' acfor becoming ﬁirthef removed and &e’tached ﬁﬁm the psychic wc;rld of tha cha;acter :
| rather than int\.mahsmg and projectwely identifying with the character ina posltive way L

' As such process work usually fauriches the rehsarsal process, it can detnmentally aﬁ'ect _

the overall rehear_sal proce_ss and ultimately reduce the leve! of performance.

~ An actor who rejects this apj:roach. or any other instilled by the director, may dfeeﬁgage '

tot.all'y from the rehearsal dynamic and ﬁmdanf.eiitally lose trust and tespect in the -

: dii-ector. As a result of experiencing datat;hfnent from the characler, panic- may set in, A

phtting mechanisi may be autwntcd a:md the divector, cast or charactermaf be

mtrowcted as a bad object. In an effort ¢ io preserve the ego, negative projecllve

1dent1ﬁcatmn may occur in order to rid the ¢80 of unpendmg denger. In addit:on, it is

1mperatwe that I.I'IE director gtve the mdmdual the vahdatmn of innes. expenence by not

1mposmg an a.pproach to the character, If not, the actor may be forced into acceptmg

someone else 'S pomt of view whlch may ehctt Wmnmott 5 ‘tulse seIt‘ Sand terror,

covered by hostllity and aggresswn‘ may prevall

A crucial note to extract from the above evaluation is that & director should always expect

actors to present and experience personal blocks at the outset of any _:éhéa'rsal pmce'as.' As
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umque mdmduals, each actur carries the consclaus or unconscmus scnpt of prevmus

' _ object relat:onal dynamws and will therefore necessanly present umque and speclﬁc

- msecu__ntxes and mhtbxttons on entermg_ t_he _rehears_a_l-procass_g_ The aboye exampl_es o |
illust'rate. physical inlﬁbition; Iack ofcénfdenc'e- impeded s'pdntanéity resistance :5 |

N procass work and & savers lack of salf-behef and self-wonh Itis v;tal to accept that such .
i : _reslstances may have a devastatmg effect upon the rehearsal process if not dealt wlth and '

diffused at an early stage '

It may be argued that resolution of such inftibitions may only be schieved if theyare
admitted and acknowledged :hy the a;tdrs. T would ﬁxndamenta]ly’agr:ewith this pl‘énﬁse,_ o
however it is the director‘s resﬁonsibi!ity to eugender the trust of the actor, to instilt

powertul mtemnl befier and a sa{'e rmrturmg enwrunment. I order to ailuw the actor to

- risk exposmq the ‘badness he feels mtemally

An effective technique wou'id involve the .dire'ctor ‘bﬁildiﬁg in° Space fos group
_ commmmatton and includmg it in the ot’ﬁcml rehearsal suhedule Thls would pro§e '
beneﬁcml In numerous ways: ihe actors would see and ‘hear feIlow cast memberq

' revealing thelr own (oﬂen smular) insecurities and tlus would greatly reduoe feelmgs of
- alienatlon. whlle Imlmm}, 2 the actors with & sense of shared expenence L1b1dinal tles
within the grnup w:auld then become strengthened both between the actor and dlrector, o

-' and the actor and the group However itis cmclaj thax thls exercise become formahsed a5

 hid, pt
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_ a weekly routine, as trust.and safety are precarivus emotions and require maintenance and

o8

- MECHANISMS OF DEFENCE

' 'The following evaluation will focus on two specific examples.

\SE I

B .Acto_rl);:_

“duiring act IV and V, Twas depi'essec_l with where it was going, until then I thought

- could be really good but then I got really disiliusioned, X gave' up to an extent, I

- felt thére wasn’t uiuch I t‘.ollld do and the problems I had Spoken to David about

' weren’t being heard... (who was resp msible")...me and the process, lack of cast

dynarmc and ﬁll that stllﬂ'. s

- _Orie could clearly argue that at this point actor D, was focated in ﬂ'_né depressive position, .
' U’nti-l tiiié point i’n the process he a’dmitted to h‘aving maintained a positive pempeétiva

Accordmg to Klein, the depresstve pusmon is charactenstm of 1oving 1mnulses, where the

Jife instirict outwelghs the death i |nst1nct “The production had thus prevmusly been.

. '_ mternahsed as & good_ quect. however am_hi\ralent feel__mgs_ developed about the success : '

© ™ The formalisation of “eeklg cammnmcauon is simtlnr io the routine: ufweekly ther:q:y sessions whwh is

sustained 8s. such for similar reasons,




it

- of t.he. ﬁroduction. Such a conﬂuénce of emotion in’ay be extremélf di’sturﬁing; and in |

- .'order not to deal with conﬂmtlng goad and bad feelmgs actor D adOpted manic defence
echamsms based on ommpotence and demal The ego telis the agter ‘t can cope thhcmt _
. bemg depandent on the loved object he f'ears he may have damaged and thus a

: .'demgratmg, att:tude de\feioped towards £he loved object - the productmm S0 that the loss
K _bemg experienced would not seemn so0 important. Psyc}uc reahty, or the expenence of the

reheaxsal process at that pomt was demed

. In addltmn. actor D, had uonﬁded cenam d:fﬁculhes he was axperiencmg it one of the -
darector& howevel he felt this hud not been acknowledged 'I‘hus percewed betrayal by
' _an addmonal loved object posed even further damage to the ego and only servcd to -

heaghten the defences.

Of fundamental importance is ﬂ_{e otion of assumed responsibility. Actor D,

' acknoMedgés his mlé in feeling “disiifusioned™ and “giving up” and tf:is suggests .that
_ the adopted defences were only temporary rwersmns 1o the parsecutory state. Thisis
vitat for the director to acknowledbe as the subject i essentmlly searchmg fur

' reassurance in order to once again reinstate behef in: the loved nb}ects This pomt was

' raaﬂirmed later in his i mter\rmw when actor D. adm:tted

“f generally don't feel safe in most situations and in order to feel safe there needs to

be a hell of a Iot of nurturing. I ﬂun’t feel :t's any fault of the produetmn, mth a cast

- Appcudix. pi
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that blg and the probiems we had what I would have needed to feel safe was mot

’ possnble nis
. Cleardy, actor D. reqmres very strong contalmng and caretakmg Once again
Ny responsnblllty is acknowledged on hls part, although at this point ina fhr more hohsuc
_ Way. perhaps because he i is addr&ssmg the fssue on 4 deeper, mtrospecﬂve level, in part

 removed _f_mm_ thc_rehearsal process. as it is somethmg he gene.rally ' experiences.
CASEXE:

. Actor ). expressed the following: _ _ _
(Whlch emotions are easlly ac;:esmble far you‘?) “ anger, I think I generally repress my .
emotmns and a ot ot‘ the time you’re doing something that seems angry and you are

" angry but it's so far removed fre;m normal 'lifg that it’s not you being angry, ;so"I'-
ﬂon’t know if T can .call it a real emotidﬂ, there’s a technical level to it.

_(Wﬁich emotiﬁns are mofe .d.iﬁi'cult' to ac.cesé?) “ ;..‘!‘eeling ina vul_nerah.le i:usition,

' I’ve never been 'able to ery o stagé, but people buy it somekow, but it doesn’t feel

true, it's like you e aceessmg the exact emotmn you do in normal Jife but lt’s ina

dnﬂ'erent s:tuatmn so it makes it different.“"

1t is significant that when aéked_both qhestions,. the actor answered negalivelj. Further,_' i

he expressed a detached of disengag_ad feeling when perfotming, The notion of ‘truth’ is_'_ o

e « Appendix, p20
Appendix. o
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: ﬁmdamental o the apting process, and ifit cannot be achleved durmg rehearsal 1t 15

'_ h:gh[y unllkely to oscor during performanc.e I would argue that actor J employs .

intellectualisation as & mechanism of da:fenca, B mechm'sm whlch, accordmg to

: W"nmcott, is frequently utilised by the ‘false self’ @ I thlS dynamw, the- opportumty to

o authenncate the self is abandoned and a consequent dmlocmted of isolated mode of -

expenencmg is remforced The actor 5 growth is therefore mhlblted developmentally. :

' and true. authientic performance cannot be attained.

If an actor experiences such a dynamic for a sustained period, there is a real and ﬁkely

danger of employing negative projective identification in order to escape such fraudulent

interrial feelings. Aggression may then be turned outward in order to help the ego by -

ridding it of its badness, Extreme splitting may cause violent projection into surrounding

: obj_e'até: the director feliowr cast members, the prdducﬁoﬁ or all three, thus secing the .

_ badness in the ohject and then dlsowmng or denying it, This became evident later in the

mtewmw withi actor J’

o Sin relatlon to certain choices made in actl, scene 3...1t got to the pnmt whcre I
L 'actually couldn't take: responsubnllty for what I was domg and the way the scene was |
gomg and had to say, ‘Iook. that‘s that’ and only take respons:bil:ty for as muchasl -
 was doing on stage in the context that I'd been glven...you lose comirol so it was
- 'I.healthler i‘or me to take a backseat and just do the work in rehenrsal and ga home

and not think sbout it"**

*8 Ibid. p66

® Appendis, plo
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| s would argue' ihat.a_ clear a_bdica_tiqn and denial of réspnnsihili{y was voiced at this point
o In accordance with Klein, I would suggest that envy constifutes a fundamental part of this -
o actof‘s_:withdrawal; Due fo an interpal _fear that he.is deceiving or franding the audience

-~ as well as his fellow cast members, envicus feelings develop towards the director and the

rest of the roup. He perceives his own lack as present in the others and thus feels

- internal pain regarding his own inadequacies. The awareness of bieing separate from the
- good abjects he perceives around him proves intolerable, and in otder to assuage this.

- pain, hostile expulsions are projected Into the good objects (i refarence to the above

quote, this would entail virtually every facet of the produ +ion), Howaver oftacking the.

 good objects becomes niore harmful than less because when the objects are re-introjected -

the subject fears an é.nalogous attack on himself. Thus the objects becomie hostile and -

persecutory and in this case, the actor withdrew responsibil'ty; refising tb gcknowlé’dge

" his role in the situation.

. Tue_re 1% further evidence that the bad fraudulent object intefnialised within actor J,

develoﬁed into extreme persecutory anxiety, resulting in a severely impaired lack of self

'-awarene.és, or rathéf. a highly _omnipotent and deluded ;awmness: .

~ “Pm a bit of a control freak so I get myself wound up around things ¥ Shouidn’t mi:_l
_ .réspond_ emqtionally'instead of r#tionally, but as ¥ ﬁnj?; T don’t think it wouldbe =

* there if I was trasting because then there’s no controlling factor...bui there’s abyays




- a controllmg facmr.., it daesn‘t anger me but I‘m sure it annoys oﬂner people, but I £

-llke it because 1t wo.'ks summmes.”m

: ._ _Further analysis of fhis mtemew substantlates the above evaluatton Felit)w cast )
b members mterwewed also expressed dlﬁiculty in theu- relatmns with actor J. This type. uf
actor can prove mcred;hly dlfﬁcu{t w1th1n i rehearsal pmcess partmularly 1f the du-ectv b '
: allows himself to mtmject the projectcd hosnlrty as this would result irt an. ohject- _' o
relational vicious circle dlﬁ' cult to resolve However, if the care of this hosuhty does im
' N wlthm the actor’s own feam of ‘deﬁ'audmg the audtence, the direstor could engage t :e

- actoron that Ieval andposs;bly enter .., 4 jomt contract whereby Lhe du'entoransu jas to -

| _. push the actor into true, behevable, authontin perfurmance, and the actor emieavour ;«: |

- admit when feelmg unauthe:xtlc The actor nay then feel the potenual space to s& rt

. axpenencmg the dm:ctor as partially good, wh:!e at the same t:me relaxmg the & net 1 m

~ project or expel. Rather, the actor would begin to mtroject guod mtemal ubje-cts h mseli h

Thus 2 rove towards expenencmg whose objects would be aclieved and construt live

. . l
work could ensu& _

T
k
I
r

. BUMMATIOM

i
:
i
I
|

* The above evaluatmn mtes exa.mples of defence mechamsms stemmmg f'rom hotit ,"ne '
deprewsrve posrtmn and the parano:d-schmnd pusmon. Iwuuld ague that the o t‘ested
effects of the defences 1llustra*r~d ubave prnwde uruclal b. ustantmtmn as tc: the va' 'hty of’ '

: ohject-relatmns wnthm the rehaarsal process The two pnmary modes csfdefancc:

_’“ Appendix, pl1
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expressed above mcl'lde ommputent wundrawal and mtellectuahsatlon The direct.

- mamfestauons of such inechanisms rest.lted in: a denigrating atntude towards the _
productlon. _n_ajection of the produc;mn _as a good object, dlsﬂlus:on_lment_, apathy, 3 L

' deta&hed emotic_inal experience, inhibition- of growth, ageression and splitting, -

¥ would suggest thaf the notion of honest communication proves to be crucial once again, -

- Itis vital to understand that defence mechanisms are usially employed on a largely

hnconscious level, md as such, the actor may be unawaré fhat such a mechanism may be
in operatmn Therefbre, in addition ta the dlrector developmg an awareness of‘ mmufested _
defence mechamsma. it is vital that they are acknowledgod and dlscmsed with the actor

ina neu_tral,- nqn-threatenmg ma_-qmer. ane internal validation is recognised and the mt(_:or

. feels understood, the internal insecurity which manifests as a defence can then be -

diﬁ‘used aiong. with the ihdividual‘s sense of his perceived interior badnass. Only "th'en

e -can reSpOI'lSﬂjlllty be assumed by both parties and a]OIﬂt contract of co-«operatlon and

: growth entered mto

e IMECHANISMS BETWEEN ACTOR AND DIRECTOR!

Four examples will be mterrogated under thls headmg

. CASEER
Actor U, expressed the following dynam:c in relatlon o Da,wd

: “he's a kind of person 1 felt very close to, |t developed during the rel:earsal

pr_'_oceBS...lt helped me feel more comfortable durmg rehearsals, legs afraid , because _




B
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_ I’m af'rmd of is makmg mistakes, making wrong choices. and that inhibits me a lot
in terms of exnloring the character and bemg creative. ..hut if X have a director w:th

. .whnm I doni’t have any l‘ears in terms ol'whnt Icando wrong than 1 loosen up a

b t."""'t

Twould suggest that the above statement ﬂlustrates a creattvely constructive dynamic. . "

between the actor a.nd d:rector Actor U, expresses the potenhal to becommg almost

:mmoblhsed c:reatlvely due to his fear of making mistakes. If he had be&n unable to -
perceive thiz direntnr as a good object, the mtemal fears would 1ot be defended agamst

and a reversion to the paranmd state or withdrawal and denial could ha.ve occurred

“Mukmg mistakes” for such an actor would only reaffirm h;s unwnrthmess. whichis &

' temfylng pmspect for the ego, Thus i mtro_;ectmg the dlrectcr 058 gnnd objeut protecis

against this terror and alfows the. acmr to “loosen up & bit” and feel more at ease in

realising his creative poiential,

Actor U.'s foars were faer confirmed:

- “Y always had this kind of vague l’eeling tlux* I had betrayed the ¢ rectors, you know

when a dimctor knows you and they cast you they have certain expertatinus of you '
' and when these expcctations dnn’t work out they feel hetrayed by whatever

- perceptmn they Imd of ynu "7’ -

? Appendix, pl:!
2 Appendiv. pl3
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. Cloauly, A ov ¥ exﬁerienpéd deep internalised fears é.bout hig own worth inthe
“reliearsal process. However it is reassuring to note that a positive identification with one

. ofthe ﬁiféctors hel'pe:d free‘ him of-those fear's' to an extént The Qﬁesﬁon ariées; thoﬁgh' |

totry and engender an enwmnment conaumve to honest commumcatlon wherm an actor '
L f‘eel‘s secure enough to engage with the director on that level of dmlogue Thts refers once

again to Wmmcott‘ ‘holdmg .~=nv1rc;\mr1enlt""3 where the actor 15 made to foel safe and

‘good ennugh' in order to allow personal fears to be arhculated However g rector

_shquld be aware that _such safety s of an organic nature and should be n_u_rturgd and

developed. An sctor is'uéually unlikely to introject a safe environmeni on the first day of -
_ rohearsals. Therefore, linss of communication shouid be conslstently nurtured 'md offered

- in orderto encourage feslinps of secunty

CASE 10

Autor S on her relattonshlp with Ntcole

. .your people skﬂls are very good, 1 en;oyed it hecause you’d get up and give us

E some of your energles, you wouldn’t sit all the tinie, you’d get up and do somethmg

stupid and we'd i_l_l_! laugh.. and you handled it very well if we went for dingier or

Tanch, yquf vole as a dirvector to 'l‘riel.id, and as soon as we were in the working space

S Ibid, 72




ad

you were dlrector whick was CDOI“ yau vere strong and your status was where it

'should be.““

 There are two points of identification expressed here. Firstly , actor §. i an extremely

physical performer, completely confident with expressing hersélf throu'gh--ﬁe'r- body on
stage, It is thus reasonable that she shb_uld identify with a awector’s phjrsi&i interaction

in the rehear‘_sal's’paﬁe. In addition, watching a director do something “stupid™ is

internalised ina very positive mantier, as it almost gives validation to the actor to play in
‘a spontax;uous, unb.ridled way."l‘ his once afgain deals with the mariner in whicha director
E assesses and approaches each actor, An actor who is 110t as. physmally secure may feel

- mtnmda:ed hy extreme dlrectoual physmahty andi mtro_;ect itina negmve sense.

Further, the director’s ability to adapt between thc _m'le of fiiend outside the rehearsal

space and revert back to director status when working is critical .W'hen applied to theatre,

: the Wmmcoman model wuuld sug;,est that when a dlrector is where the actor rieeds hlm

10 be, it creates a senge of contmunty 2 ‘going-o n-bemg {-‘eelmg 7 This c.ontmmty is

critical because ifa an actor pmcewes tha* a dtrectﬁr is losmg status or respect, 4 sense of

' leadershlp dxsmtegrates which can lead to pamc and severe persauutury feelmgs
' 'helghtened by a sense cfloss or abandunment Anxlety and despair may preVaﬂ rejectmg. :
. the dlrector 252 whole object and intrujectmg only a bad mtolerable and dangeroua part-. .

Obcht

- ™ Appendix. p5




_ where ltwas gomg

6h

' 'In terms of object-refatlons theory, the dlrector, as leader embodles the rale of
' motherffather In thrs producuan, 2 male and female dlrector may be symbollc of each
. By mamtammg the status of such arole, 2 pumtwe or nurturing attltude (at dlﬁ‘erent

- fimes) may be accepted by the group as the action ef a cencemed and loving parent or

whale ob_]er‘t However if status is oonﬁ!sed within the workmg ermmnment this -

- privilege may be relmqulshad by the actor and cunSequent sphttmg may recreate the
- dlrector B3 2 part-ob_]_ect, gacd or bad. (_3c_msr=quent13,r1 criticism may be not be accepted
~ froma director who is perceived muie asa 'good’ ﬁ‘_iel_ld,_arid the actor-director dynamic

may be irreparably damaged.
- CASEHEL

~Actor D. asseffed the fo!l’dwing:

' '_“a lot of times you'-_and_ David were go:ihg:-' in exai:tlly the salﬁé-.d_irectio'n butI ag’r_'eed'

with the way you were goin‘g and not the way he was going, you made things easier

and more accemble Wit was dlﬂ' cult . ..but even lf I Was frustrated I could stnll see

»i6 .

- The above statement rl!ustrates a very mterestmg sphttmg dynanuc whlch may oftcn :

ocour when workmg with more than one dlrector Actor D. dlsplaya an almost urailonal

| ambwalence aIthough both dnrectors were saying and doing the same things, thls actor

- could only agree with one. .

L lbidp72
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' There are many possible reasons for this ocourring. As quoted previously, Actor D,

admits to genérally feeling unsafe and requires a lot of nurturing, He also expresses an -

extremely close felationship with his mother, which may contribute to choosing the

woman director as a good object to introject as she may provide similar nurtuting.

A feeling of insecurity and Jack of safety experienced to this extent may cause the deaﬁ.
instinct to overshadow the life instinet in a specific way, amd therefore objects are .
1mpa1red from being perceived in a tl‘ul:,r ohjectwe sense ( dependmg more on his own.

' 'fears than on-the object’s real behavmur ot attitude). Thus the terror of his own |

thfea_tening death instinet colours his percep.tiqm and once projected ontri an object,{in -

B thi's case David, -the director} the ubject is bound to sppear bad as it is cmjring .thé -'

actor 5 mnate sense of badness Huwever the fotce of the life § instinct ensures that an

object is also introjected posltwely (Nicole). in order to combat the death instinct which, =

" asnoted by Klem prov:des hasic satlsfaction of the hbldmal nnpulaes and assmts in

stablhslng the core of the ego

Ina rehearsﬁl_ ﬁrncess led by two directors with a caist of sixteen people, this may not be

: too detrimental to the work at hand, as it is incredibiy difficult for botk direstors to. -
remain good' and nurtunn,g, 1o slxteen people at all times. However, if the rehearsal

' process was faclllta’tad by one dlrector it would become crmcaliy 1mponant as actor D

" Appendlx. ple

Hmshelmmd. R.D, 1991 ,3 Dtgy,; ;!g ormqnmmmm,_mdon Free Assnciation Book . p266
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. being tertified by it.

CASEIV: o

_ domg that w”
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would possibly struggle with splitting one director iito good and bad in order to satisfy

both the life and death instincts. This may greatly impede thie rehearsal dynamic as -

‘ conﬂlct between externalised aggressmn and hostlllty and a1 internal neeﬁ for rmrtunng

may ensue.

Perhaps the most constructive way to deal with such a conflict would be to acknowledge
the acior’s internal anxiety and contain it by ‘holding™ and allowing' the aggression, The
actor may then reintroject an anxiety modified by having been contained. In this way the

actor firds that the aggressed agamst object is not destroyed and the actor may start

: ."s_ee.il.lg himself existing 'i.n his own right, thus validating his need to feel safe rather than

Actor I

 “ihere was 4 :ot of unspoken amuety between all of us (the d;rectors) and trymg to

pander to ench ather 50 we wouldn't come into conflict because worltmg ina

'confhctmg mtuatmn gets one nowhere...whlch I messed apin the beginaing by

In the above quote, actor J. articulates a coniﬁ]ei:dy.-lamic which existed hetween himself

and all fhree_ direttors. Tile above discussion of actor ). locates him as extremely

" Appendix, plo
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_ persecutory. employmg mtellectuahsatlon and control as mechamsms of defencs. Inthe

above statement he admits o parttal respans:hihty, havmg caused conflict at the

' begmnmg stages of .the- process. -Thus his feeamg of trymg ta avoid conﬂmt may ste‘m
R ﬁ’om an mtemallsed sense of guilt. Further in keapmg w1th the mechamsm of Pxpmsmn
'chamctenstic to the pa:m:ald-schlzold posmons his mternalised gmlt is prolected onto the
. chrectors in urder to assuage 1ha gmlt he does not want to expenence as it IS foo pamﬁ:l

' and threxteny to shatter _the ‘_ﬂﬂse self‘ he has created (see above dlscussmn}.

However there is also thﬂ posmblhty that the drrectors mtemahsed the aggresslm

| projected towards theni which might have he:ghtened the persecutory phantasy aud
o perceived conﬂmt Artlculatmg my own experience, I feel that this did occur, When

" trying to commumcate witt *his actor about the evident host:hty 1 was detectmg, Iwas

confronted wnth a barrage of cntlc:sm, where the actm' praceeded to demgmte every
aspect of the rehearsal process and pmductlon, mcludmg the dltectmn, the rehearsal
schedule. the actmg of fellow caSt members, the set and costurnes and the enhre \nsmn
for the play. wlthout oﬁ'enng any constructive alternatwes I felt that my efforts to

acknowledga the d1{ﬁcult1es he was expenencmg were blocked, and I felt betrayed by an

“actor I had prevmusly respected Although 1 listened o his cntmsm and auknowledged

: hls dlfﬁcultles, we fa:led to achieve any senge of resolunon and I beheve 1 did internatise

his aggressmn which cloudacl our worklng relanonshlp for the remamder of the process

- Respondmg emotlonally is problematlc in such an environ. lent where the core of the

' work is uentered amund human i mteractmn. Huwever itisa danger posed o every




__-_there was an msecurity Sef.mihgly cmumg from him
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' director who is passmnately mvol\rad ina creatwe proce.ss It is a danger that should be ST
avmded at alI costs because it threatens to posntlon the du-ecior ine persecutory dynatmcﬁ o '

- wh;ch may cntlcally 1mpede the wark

o Actor I also 1Ilustrated an attempt by Da.vld to acknowledge h!S feelmgs

' “Dmud was constantly askmg ‘how are yml feelmg or ‘wi‘at are you tlunkmg’ s

”"."9

I would argue thé\t a ciear dynamic of negative projéctive identification is evident here. .

B His own insecurities and internal oonﬂmts arg extemahsed and prqected m order o
g attnbute that msecurity 1o the’ dn‘actor and deny it within I‘umself Asa dlrector thls
. would be diffi cult to address a5 it was not vmced to the dlrector pex se. I-Iewaver, it may.

be percmved mdlrectly in the form of passwe aggressmn or mtellectual reslstance within

rehearsals It may occur as cited above, that these tensmns cannnt be resolved, and

. perhaps th1s very lack of resolut1m_1 should be acknowledged to the actor. _’I_‘hls may not

| _nembve. the tension, but ‘mutual recognitioh-may..serva to diff_q_se' a potemi.alljr aﬁplﬁsive;
* situation. Above all, T would argue that the dire&or shouid epdeavour o teain
. dépérébnalised and hdt' recede from full crea_utive epgaéemeht mth tbe test of the cast, The

" latter may occur if the director introjedts_the actbr_a_:_s 2 bad object and projects this onto

other cast mmbers._-

™ Appendix. pi0
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L'SUMMATION |

| ; I would propo'ie that the dyna.nne between the actor and direstor is cruclally central, and

. its eﬁ‘ects iughl-y res:ynant in the rehearsal domam The above evaludtion dlscuseed: the
B g lmponanoe of positive: pmjectwe Identlﬁcatlon in allong for a safe ‘holdmg |

R enwronment in which trial and error is enabled and encoumged posmve identaﬁcatzorr L
based on d:reotonal approach mamtemmoe of directorial status and adaption thereof the |
sphtting o{’ the dlrector in sat1sf‘actlon of the lnfe and death mstmcts, the dangers of
| : | lntro_|eotmg actor- aggressmn, and the beneﬁts of' acknowledgement and validation. It is

' therefore evu:lent that the dlrector embodles rnultlple roles: goodfhad parent, surturer, -

dlsclplmanan frlend, creator and v151onary

_ As preﬁoosly discussed, a knowledge end %ntemalised uoderetanding of object-reiationel |
R 'notlons is.crucial in empowenng the du’ector to assess each ﬂctor 5 un.que meoh&msms ln
order to mammlse creative potennal ard minimise tens:oes w1thm the rehearsal process
1 HoweVer, _Iwould argue that itis equally 1mportant for the du‘eetor to engage ina | o o - . :.
: helghteneo awareness of his own roles within *he workmg space in ordor to nav:gate this "
domam in.a eonsoIOUs state Only when the dlrector f'l.mctlons eonsolously, aware of the '
dynamics in operatton. can mdmdual agenoy be achleved by tha actor and director in the
most oonstruottve and produc:twe marnuer, I_would argue thar_the dlreotor. l:_hrough _ '
assessing each actor’s soeciﬁo.meehen.isms,;and beiog fulfy aware of his own_mulﬁele
roles, can discowrer creative waSrs._ of oeing a _leerler. facilitotor _and. ins;aira'tioh.al source in

relation to-the group.
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| -_ a. frm: ACTOR-FHARACTER DYNAMId

Four exdmnles wﬂl constltute the follcwmg evaluatmn
| CASEL

Actnr B expressed the fuuuwmg mseclmtles

‘. .the characters I played before were mnstly nerds, and to mamtnm A strlttls of  E| B

. when X myself am pot conf' dcnt. 1t was hectlr.. not jnst havmg io perfnrm but o

turn my own msecur:tms...lose tbem all. .,rt was dm“ cult”w o

" This actcr dlsplays an astute seif—awareness whxch falls pnmarlly m.to the depressive

: pusmon The character in t}ns case was one of‘ the three watches who featured

prommently in thls contempnnsed version ofMgghggL In the above statement,

recugmunn is given of her own mtem,ai fears, her personal lack of conﬁdence Whlch

hindered her portrayal of the character thus responsibﬂny is mtro_;ected and not expelled '

in a persecutory manner. Thts mtema.t fear was desmbead ﬁlrther

*,. the fact that I was £ast ... and they had conf’dence in me after one audltmn, I
- kept thmkmg maybe that wis just a good day and i'm noi wortlly...l‘m uot gomg to

§ he able to do thrs or f’nll'll the vistons they ve got”m

B Appendix. pl4
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 ltis vital that when dealing with an actor who intemﬁli's_e‘s such deép insecurities, 2

. ._ . diréctor ailowé extra space for play and éicploration -Arr- Winnicdtt proposes ™,

e 1nteroretatrons should hot be 1n1posed but rather worked orgamcally If thrs type of actor

' i_ _1s pushed mto achlevmg a certam readmg o(' the character it may actually dworce her

ernntlonally from the character msteacl of allowmg for truthﬁrl, authmtm. mhab1ted work.

' Her own fears of fulﬁllmg the directonal vision are already present, and # iny order to
) reduce the force of such a fear the actor needs to feel reassired in her capabrhty to
- contribute to the role. Thus, the sense_ of badness she had internalised wouid e countered

_ by the director ailbw’ing for, and acknowledging the'creative contribution ske has made.

- Accorclmg to K.lem gurlt is “an angurshed state of mmd arlsmg out of an mtemal conﬂlct,
| parhculaﬂy over the worth of the self o Actor B, regrets the suﬁ‘ermg o her “loved-
.. . objects ~the drrectors— .md feels guilt and ramorse that she will not please them It is
| cntrcal to note that in this case, the violent tendency towa.rds persecutron is not
g _f'urthmrm_ng-m a concern for the goo_d aspects of the whole ob_ject is dommant. The force
 ofthe lifé instirict in the depressive positiq.n' induces -é, will to survive this experience and
o the guilt can-tlién become modiﬁed in orderto ‘prrc thé‘ good object right”. At this point
_ s_fregéthened By rtumlrihg aﬁd ‘holding’ from the direr_:mr, the guitt suffuses with

reparative wishes which result in constructive and creative contribution.

% Appendix pI5 . ' '
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Actor B confirmed that this approach was indeed beneﬁcml
“I was ahle to-overcome it with the eneour gement of the divectors oand (the'ir) not

. stressmg me out

Cltis mterestmg to nnte that ulti'ﬁlateiy, ac_;tor B. enjoyed portrayirn_é er chﬁractef brecisaiy'.
_' -because it was- 50 dlffercnt from hersalf | - .. . '

“1 Ioved the character because of her. gver the top mad- thmgs...and

' | untradltlonal fun. ..not Angsty - .wlmt I needed...1 thmk pveryone wants to be

'su'perconﬁdent and dehauched.. goiﬁ_g 6_\rorboard _

' Ironica;ll:,r; {he rote permitted the dctor to enjoy 1 freedom ghe wou!dn t nonr.ally embddy

m the extr.-mal world. Theret‘ore the confidence and gpontaneity ofthe character became ..
internalised as a geod mtemal object - which could be identified with, This diminished her
or_ig'mai tack of self—worth, yet cuuld only poeur through encauragement. and ca;'etalﬁing

by the director.

| CASEIL’
| Identiﬁcanon is extremaly im pnrtnnt in terms ot‘ actmg, parncularly posmve projectwe

_' 'identiﬁcatmn or empathy An actor rnust ﬁnd an entry pmnt mto the psychology of the

wAppundh.pls
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. character and identification is usually an excellent mechanism for accessing another
" reality. If an actor can insert some patt of himself into the character’s position, it can ther

" be reintrojected in order fo gain insight i'_n_to_t_h'e character's experience through phantasy.

‘Actor D expressed the following 'poiﬁts of i_clentiﬁcatidﬁ IWith_his chémcbei;-Rosé: I
u,t whs_nicé to play soﬁepne wh_o'- see's. the wqud in aé_fieﬁr defin_i_tinns. #nd divisions o
_- as i ;_lon’t see thihgs-in greys at all, evpiyzEning is .blaclcfwhjm; yes/no, t:hiisfthat...nnd_ :
he o_,_'.w;rattes t'lie':snme_'way'oﬁ f m#re drastic level...bémir.f_stay 1on|‘, kil!!don‘t' o '.
‘Kill...it ﬁas ni:cé.-t_q play thﬁt aspec't. of myée{f #hd so’meoné who could act in ways I

can’t in'real li.fva.“'m

” _En.acfing a cham'czer who unﬂinchingly _ﬁetréys his.King' aﬁd sa{ragely murders innocent
| people may hfive'proved difficult or threatening to this actor had hé.not_ found the above
) poih_ts of‘ id_entiﬁcatiaﬁ. quevef. by Plfoject:ively_i.dant'ifying Rdss-\wfim his own binary or
split pe;cepﬁdn o'f.‘t}.w world, Ross hé@me i_htei_*n#lised a8 .a mere gxte.ngi.é aof at:t.or D’s
~own bs_yx:he. The r.éﬁgract_er was therefore hpt judééd, but ..ratl_ier' empathised with on & safe |
and cquoﬁabl_e Ievél', once again a_llowin_.g the actor 10 express himself truthfilly in ways

 the ego would not allow in the ‘normal’ or externs} world,




. CASE II%:

Actor C. struggled to enté'r and fisse with his character, Macheth
“because the text was so dlffieult it requlred a hell ofalot] fe!t for tlle first ﬁme in ._

| my l:fe Iwas nnly startmg to understand what itis} shonld be domg on stage...l felt .
Twas Just trymg to co:nmumcate and if I achieved that I feit gond..- but at the end oi‘

' -the day I know things Ilke full character development, full understandmg of wlwl: |

"'.thls person does and I-ow he eperates in this world, researching that and really
challengmg myself tg- llve anuthenf life wa_sn‘t achieved...a ot of t_ln:e Ifelt it was. . E

(attor’s namie) playing and viot always fusing with the character of Macheth®™

" There are wmany reasonts fo.t‘ actor C.. s diﬁiculty in the rolé. The charaster of Macheth ié
N an incr_edibiy strén_udus.' technicﬁl’ly and emori.on'al'ly dcmanding. role for the most -
-pfofé#sipnal of actnfr;. .It particularly demands an exhau_sting level of emotional stamina -
.. and foous, as the actor is on stage for approximately 98% of the p:fo&u;:tioln.ln this |
' intetpfetation._:ﬂié play raﬁ fora .dufation'of two houts, fiRteen mitiﬁtes, a ch;llenging goal
for aﬁy actor; particularly a third year actiﬁg-st@dent. These: #imumstanges glone defnall_d -
. thata c_ii'rector refate with senéitivity and care so as 1o prevent 'thi;. internalisation of such
| fears. Statements such és “the prpdﬁction depends éntir_el_y upon you™ or “you #re_ -
 inexperienced sp.yqu have 1o work cxtra. hard” may prove i:icredibly' dang.erbus. td- the

actor’s _feél_ihgs of warth. Actor C, admitted 1

o Appendix p19
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of the de'mandin'g roler .

it was very worrymg.. would [ have the stamma and dlsc:plme t0 go out there '

' and not glve up

However in addmon, asade from the above clrcumstances surroundmg the role, actor C

C expenenced the following reah,atlon

« I know that actmg isn’t my passlon, and in order to be an actor it reqmres that
passmu.. yau can have the sklll dedlcatmn and techmqne hut ynu need to want to

do it every mght. B { reahsed I'd been shortsighted about what it took... if you don't

want it don’t put yourself under pressnre, rather give it to someone wlm does,”™

Actor C. is expressing a critical notion : passion. In Freudian terms, passion may be

described as Iibidina( enargy; And, 43 noted in chapter 1, indi‘:iduais are bound by

libidinél tie's to the director as well s to fellow cast membérs' Thus, & lack o “passion"

‘may denote 2 reduction i in ltbldmal ties and engendar a sense of detuchment or fear of‘ not

bemg good enough" eSpeclally iff the actor senses strong 11b1d1nal ties between those

around lum (or passionate feelmg amoug hns fellow cast which he f‘eela he laaks) A sense

.of detachment from the character | is clearly evident in the above quote Such g feelmg of
. displacement from the work at hand wilt have a direct psychm 1mpact upcm hiow that

| ) work is perceived a.nd cunsequently what is ach:aved

o Appendix. plS
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' Freud further proposes that due to a reduction in l1b1dmal tm‘ pauic may arise, A great
o ' sense ofdanger is: percewed and the mdmduat may start 10 act on. hlS own accouit. Actor

© C. revealed the following: - |

“i sense oE emotioﬁal bl‘odﬁng was alwafs at the h;u':k of my mintl" . when 1 pn‘t ilp- o

T a deienswe block I can. becume apathetic...m my amtucle to what X can achleve,
which can be very destructwe.. allﬂ that happened.,.tllat was the doubt ansl
o 'everythmg.. 1 was aftaid of not getting there.. !mowing wha.t I wanted to achieve

“but knowmg I wasn’t dnmg jt» 2

Here, .agtbr C. expresses a state @ -“aﬁatheti?:‘; withdsawal. The détach_ment.described
_abé\.:é. i§ expressed in this statement as “emotiénal blocking“.' Ewould argue that his fear -
of not béing passionate enesgh was intemaﬁSed as being bad .a_nd thus resulted in denal |
a.s-'.a mecﬁaﬁis_»:z E;St'déf_e.nce. How'ever.; this ultimately did not benefit the actor and
' r.e_su.ltcd ¥ia painful conflict, s he céuiﬁ not es::aﬁe his_desire to achieve, yet still felt the |
need to withd’raw ﬁum tné .rehearsal.dynami; This inner conflict manifested as anger: -
“i felt angry townrds the dlrectors, towards ihe produﬂllon, towards myseif at tnmes,
but T don’t feu it was a bad thmg, it Was & necessary prums ot '.
| I b_e.li.evg' thﬁt..u!t'i.mately. whé_t enibléd actor C. to récover from this conflict washis
: loc_atioﬁ Withhi'thé depressive position and -remltanf sélf-awa_re:ie_sss._Aithough aslight |

‘reversian to persecutory feelings wes experienced, this actor was able to perceive his own

Ly Apptmdlx. pl8,; "R
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| res’.ponsibility for these feelings and was thus able to overcome them in a reparative

.' fnanner, Fundamentally, 2 director should be able to dEteg_t thi_s dfnﬁmic aﬁd provide -
space for hon‘est cb.rﬁmunic'atiun Actors shoutd always feel the 'abi.lity'to cdmmunicate

such fears and 1e51stances to the d;rector but 1t is the sole responmblhty of the dxractor 10

create and nurtire that space

Howevet, an actor may nof be Willing to honestly admit iti_ternal conflict, as it'may be too |
painful for the alraady thr'eafened ego. The director cah then only fésponci tothe.
| - marﬂfestanon of that fear, in this example. anger Actor C’s observatton that his anger
was necessary concurs wnth Winnicott who suggests that aggressmn isg necessary

- mechanism in or-de.r to ' g the ubject outside the projective world into the sphere of .
s reality_._’_2 Thus, a dirgctor shduld_ observe such aggression f'or. the underl_ying. niessagé it -
| convéjrs régarding intefnal féars'..l 1t should thereﬁ)rf_: be givert & constructive space, as the

" creative outcome will far 6utweigh the uncomfortable é.ggres_sion. :
CASE IV:

'. Actor Z. expressad w1thdmwa1 of a different nature: o

“I thluk Iwas glvmg very little of mysell‘ to the character .partly because Iwanted :

| to approach the charneter in a different way this t:me...so 1 blocked oft‘because I
w_mlted_ tt to he a challenge, ¥ wantet_l- to put myself to a test to see if I-i:ould_ be

completely somethii;g eise and you csin’t be something else without having a part of |

* Grolnick. §, (ed). 1990. The Wtk and Play; of Winnicots, New Jersey: Jason Aronsan Inc. po6
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- yourself it because ynu are yourself and even though you’re playing another -

' character your're st:ll yourself, and I tried o remove myself completeiy . it was out_- :

o - of my control aielt mad_e me _feel VEry | msecure...my perfnrmance was outslde uf__ :

' myself, I was aetmg hke a robot and it was very fnghtemng s

Actor Z .pres_e_ﬁt.s' a'vex.y iﬁf_ee‘esﬁng dynaini._(.:.._It isa ed;ﬁ:non'mis_eohception aﬂﬁlné_ ..
-(particul.arl.y iﬁéﬁpeﬁenced)’ aﬁore that-actf‘ng'signiﬁes the portrayal of .anolher ehafecter'
: entu-ely separate from oneself Anton Chekov' proposed that 8 cha:acter should not be .
B created, but rather “b The very concept ofbn'th denotes a form of hybridlsattun, and
'. in terms of objeet-relattons theory, 1 believe tl'ns suggests that an actor aliows the ' _ |
. character to be mtema.hsed asa good ohject in order to ﬁxse with: fasets of the character’ §

' psyche thruugh posmve projective ldentlﬁc.anon (as dlscussed above)

However, actnrz made a conscious demston fo completely extemﬂllse the character. |
Therefore, the psychology of Lady Macbeth was viewed as someone exlstmg totally

. externa] to the actor’s own ego As I{Iem sugpests, one of the ego’s prima:y ﬁ.mcnons is
to sepa:ate me" from ‘not me’. “Thus, if the actor resists mternalismg the character

. _1dent1ﬁ_eatmn is E_J_loc_ked. However_, t_he _followmg question must be answered: what

undetlying fear cansed this externalising action of the ego?

1 would argue that onice again the cere_anxiety_ is one of not being ‘good .enqugh‘; This -

actor ad_mii;te_,d. to an extremely volatile .rélatio‘neﬁip with her _ﬁafents, orte in which .s;he :

- % Appendix, pl
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- perpetually smves'm 'ap'pea'r worthy. T terms ufpéychblogical t'ransference the actor

- lnvolve.s the dlrector (who 13 part of her outer world) in the conflicts that oonstltute her

o inner wotld Ioseph describes tmnsference HS the followmg - how they convey aspects
. of their inner world bullt up from mfancy. elaborated in chnIdhond and adulthood -

experierices often beyond the use of words... w3

CItig thefﬁfui'a reasonaeble to. & " ame that a lack of 'self-warth experiehced by actor Z, in

.relatl'oﬁ to her parents was intemalised as a bad object OfterrifjinQ proportiofs: Thmugh N

" the mechanism ot’transference this was transferrad and projecmd onto the dicectors wlu:o,
n her eyes, embodied the role of demandmg and Judgmental parents demandmg an

| mepnonally high standard However because this actor mtemally believed that her

' authentic self was not worthy. she reﬁxsed to. f‘use mtemally with the character, in orderta o

I. protect the character ﬁ'om her own mternal badness and thus perhaps preserving the .

; opporlumty to achleve in the eyes of the du'ectors Her Iack of self-worth was artaculated |

as t‘ollows | .

"I was afraid of'failéli'g...l uevé:; duésﬁoned . [ wasl 50 scéreﬂ qf failing that ¥ never

questioned anythmg whlch is very ‘untike my nature.*

CItis interéstiug to note actor Z.'s observation that this behaviour was, in her opinfon, not - -
cousistent w_i_th her normal ‘self”. She is in fact an extremely outspoken, intelligent and

- confident individual when interacting outside of the rehearsal environment. This indicates

“Chekov A. 1953, z,g_g;g,a_gg_. 1, Now York. Halpernndkow Pubhshets st ST

" Jaseph, 1983, cited in Hinshelwood. R.D tyut, ARMMLM&R Frea
Assaciation Book . p263 : _ _
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) ﬁmher the powerﬁ.ll eﬂ-‘ect objeet-relatlons ma.y ha.ve upon an mdwidual end for the _
_ pumoses of thls essay, should alert 2 dlreetor to such hldden res1stances and fears The .
mrcumstanees whn'sh bmd an actor mto such an organlsed group are. usually of' an

3 intense and forceful nature. and fears or anxlety usualljr repressed or :ontrolled may be -

o unleashed and made conscious by the ego

| Hawever once agam there is ewdence of acknowledged responsxblhty eharactensed by '
the depresswe position. I would argue that actor 2’8 ablhty to acknowledge her fears end :
her de51re to ‘repair' her contnbutmn o the rehcamal process ultlmately allawed her to
overcorme this zes:stanee '

,..in the end it affected e posntwely .lt made me fry and try. .J beheved that I

could erack the character and that gave me hope- to get hack into lt."w

' Fundamentaiiy, a (iirect'er should. be able to perceive an actor detaci;i_ng ﬁ'ofn the .
 character in the manner_ pr'esented by ector Z It is then crucial that the direc_-.tof should aid
the actor in redi_sécoveriné e sense ef self«belief When abplied to theaire, .Witmieett‘s' _
notions pmpoee thet an aetor must believe thet-she fmowv the eﬁeractef in order to be the ::_ :
-character, 9% Therefore a state of &.fng must preclpttate the act of damg Further asg
' means of remstatmg self-behef the actor must be encouraged to prlmanly please herselt" E .
: before pleasmg the directors, Thls will engender an empathetm dynelme between the

' actorand chamcter. as th_e ec;or will be.fbreed to projectwely identsfy wi_th the chgta_cter.

Appcndm. 2 ' ' o
““Wummu.bw 1993, mmmm New Yark Ruuuedge P10 :
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o _ ' in order to know how _tb please her. Thus authentic true inhabitation of the coaracter may

ensue.

§UMM_AT10N:1 _ |

The interactive ﬂynemic which exists between fhe actor and his character isa 'reI_aJ:iDnshiﬁ o

' .precar'icsus- .by natute and one constantly in flux. From fhe first mOment that an actor is
' _cast '_into a specific role (perheﬁs a .{"ew weeks before reheet"sal.s Begin) the relatibnal o
.dynam;ic is set in motion, The.re’.aﬂer an emotional, 'physieal.and psyehological jOutney -
: consututes the hvmg ohjectwe of “giving blrth“ to the eharacter transcendlng the wntten

page and transformmg the ﬁetitlous into non-fiction.”

As dlSQUSSBd abuve r:haractensatmn mvolves empathy' insenmg Gprojecting) a part of

- oneself into the character in order to gam insight into how internaily and externally the
-' psyche of the character ﬁmctn:m& However- empathy Ganrlot be.achleved unless certam L
: obstacies are essennally remo\red Fundamentally, the actor must be able to mtemahse
the character as a good object'™, or the nsk of projectmg goed parts of the self'i mto the |
character wi.!l be e.v_oided. The dnrector must md the a.cto_r in finding common faeets |

* within himself and the character: this will enable positive idenﬁﬁcaﬁon and clear the way

; ﬂ:\r posmve mternallsanon to oceur. It was also recommended that the actor find cousiter-

' pomts of 1dent1ﬁcatton, ie. tralts the character possesses whlch the actor would love to

N3 fisuin hare is mr-teuded ﬁom.ﬂm actor’s pmﬂ intrying to becnme the .Iivmg.cmbndlment of -

a fictions. . ‘swnter mmgmedbylheplaywnghl In arder to do this, pmdmcnnymeaetoraunsmbeas

- trothful pe wasivie to ivself and his own experiences such that the audience of his time and cu.‘ttme

susp:.. thyir disbelief and the fictional experience is lemperauh believable,
0 Please tiote this dnes not mcan a guod’ chasacier.
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: have A" suggested this ﬁmr:.tsons as hberaxory for the actor and also pmmotes posmve

mtemahsatlon

. ’I'he ahove evaluanon dlsmssed 2 few examples of i msecunttes whlch crmcally unpeded |

_ the mtemahsatmn of the cha. roter as a good object lack of conf"dence when reqmred to

maintain 'hxgh staxus,- -fear ofsmnuna'requ:red o enact the character, aind a fear of tamﬂng -

the character through mtemah‘eatlun because the actot ] mternal realxty was percewed as.
intolerably bad Interestm,!y, the facfor nniting th&ce cases involved a severe lack of self

- belief and selfworth.

As proposed in th1s eva.luatlon, the director should: allow extra. space for play <nd _
_ exp‘oratlom avoid i nnposmg character mtexpretanons but rather to work orgamcally in B
_ cqn_]unctlun wlth the actor (m_crd_er.tq promote and acknowledge creatlve contribut!qn},'- -
to"encoﬁrs_ig_e and enable réparati‘ve mations on the'pa_rt. of the actor; allow spaée for
L aggressive projection and to strive o positivel}; mddify and '.c_.ontain the .amciéty of the E
.ac;tor;. r;onsiétently prorﬁété self-belief and s_e@i'ity within the rel.lears.al domain; and .

éncourdge the actor to fundamentally please himself before plessing the direotor.




r_'“'l

'allenatmg expenence

'_ o ]A(.TOR—ACT OR DYNAMICS WITHIN AN ORGANISED| b

s examples will be evaluamd under this hea , |

CASE E
Actur S

X went in thmkmg this was going to be gond, but I'm sure a lot o" people dudn’t,

there was too much negatl\rlty.. (actor J.) was fairly mstrumental in nt, amd the

_lcthargy aud peuple talkmg ouiside rehearsnls ina negatwe way... aud then it
'started mhbmg off /n me and P'd alsu say that was a cmppy rehearsn! or whatever, o
. and mstead of malung it positive I' was addmg to the ncgntlvll}'...l trlecl to takoa bit

- ofa hack seat, more neutral and not saymg anythmg, Whl(‘.h was terrible. ..it was an

" llli

: 'Actor S. -appears to bea hlghly conﬁdent charismatic and opnmistu, mdmdual often

noted in many of the mtemews 8s 4 leader of the group. Yet, as wu.h actor Z,

clrcumstances Surroundmg the group dynamic led to mtema.l fee'ings i mcongruous wlth L

her normal dlsposmon. IWOuld argue that actor S presents i dynamm wh:ch is

” characte.nstlc to Freud' ‘Herd mstmct‘ whereby oppos:tmn to the group 1mphes '

separanon ﬁ*om it, and is therefure { subconsmously) anxmusly avoided 102 Thm‘efma, i

A endm pS - . | ' ' '
e Fru.ld. s. 1991 thgnm;, Sumeg and Reli ;gggg, iﬂghgmg ¥)) New Yurk Pengum Buoks L!.d P95
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a0 attitude of negativity begios to pervade the ethos of the group, the. strengt}i of libidinol_ _ | _
_ “ties 1 may allow that negatwlty to be mtemahsad In furthet accordance with the ‘herd

' instinct tms may lead toa lack of psycho!oglcal mdopendence, slmllanty oi‘ reaction and -

a spontaneous emotlonal response (all ofwhwh are expressed above)

Inany cast, particularly a cast of sixteen actors, periodic negativity is likely to ocour,

However, I wonld argue that the prevalence of actors located in the persecutory position -

‘will influence the degree to which such negativity develops. Thus once again, directors

* should be informed regarding the manifestotioos of this position in order to avoid-

3 poténtial_ly‘dostruotive cast dynamics.'

- However, lnstead of submitting compiotely to this negativity, (which woul jmply o

strengthening of libidinal ties with _t'he cast), actor 8, attempted to sever these ties in order
to preserve her own internalised 'optimis'm'and'positivit'y Ina ﬁmher example of ege -

presorvatmn. this actor vnthdrew froma group that was threatemng, her sze tustinct. She

thus felt* ahanated“ and alone .

Jtis reas‘suring to note that the desire to maintain the status of internelised good ehjects -

deterred actor 8. from completely introjecting the negativity and anxiety experienced by -

- fellow oast mesnbers. However.this i incrodihly difficult, and possihly an actor with less

self esteer would not have found the i mner strength @ effectwely al:enate himself ﬁ‘om

'_the hbldmal energy displayed by the group
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. CASEIL

The abova negatmty was also detected by actor C: |

- | thiuk the pessnmnsm of actors became destructive;sometimes we would tnlk
behmd the s«.enes aboul: a scene that wasn’ twovkmg and work out ways to do lt

b better,_ but wh_e_n pess:musm i _d_estructive and undgrcu_ttmg, ‘which, if you f@el
_coﬁfider_:t as an #cfor.might -nof_ affect you, but il"y__on go .thrbugl: anxiety oﬁ ;l_ohht all

- those things rush back and can really pull the éarpet out of your feet, "0 _

it ha's been previou.sly_'a_r‘gued that actof C. experienced deep _i_ntemal. anxiety tegarding o
his passion and abllitf in the p_roduction, and ﬁ:rther._.ihat he ig pfone to me_chanisms of
introjection rather than expulsion, Therefore, it is’reasonﬁble {o mggest that percgiiréd |
negativity from fellow c:a.-.'r .tﬁel'_nbers would .exat_:erbatc such inner tur'm.cil and engender

* further introjected auxiety.

There is further evidence that actor C expenenced strong feehngs of ldentnﬂcatmn withm_ :
the growp: | ' a '

“l was in the fortunate pos:tion of having the suppurt of nll...for my slde there wis -
always a group bongt...Y don’t think I ever had a persanal problem with anvbody

wmch was great. ™

1l
Appenai\. pi7.18
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, Freud suggests that 1dent1ﬁcat10n consntutes the root of 2 *clan feelmg or gl‘oup

] bond’ ‘“’, énd anses when we percewe commcm quaht:e» wnth another object Howwer.

Freud ﬁmher argues that ndentlﬁcanun wuhm an crgamsed goup may [imit am
' mdmdual 3 aggresswen&ss towards those w;th wlmm he has 1dent1ﬁed and rather ':. i
| | encourages an offer of heip 10s This may substant:ate actor Cs intersalisation oi‘libxdmal .

_. neganvnty an_d subsequent -naed- to offet oo_n_strucnve solutions to ‘_‘snenes thiat wer_en-t SRR

working”,

This mechanisin contrasts with a&or S. who withdrew from tﬁe passi:ﬁisrﬁ_ rather tha_ﬁ -
_ éngaging &l iﬁtrojectioﬁ'uf it, This: may be attri'butéd_to'thc fact that actor §, had 'ntlat |
' identified with the cast to the same .degree. In her interview, IShe continuaﬂly refers fh the
apathy #hd lack of commitment prgse'nted by fellow actors. Thi.s rﬁay suggest that lcertai'n B
cast mén*;be'rs'j al_thbugli perceived a5 whole objects, could not permit'ident_iﬁcatiqh as B

their *bad’ parts resisted such a dynamic. -

_ Fundarheﬁtally, a direstor should have an-undérsfénding of the ideﬁtiﬁcation méchaniém
) As LeBon proposes, the individual withm an orgamsed group may be. extraordmarﬂy

open to influence and extremely suggestlbfe (as \mtnessed in both the above cases) o7 A o
director cannot predtct the behaviour of a cast, it is huwever cntlcal to be awars of

_potentml dynamics and make avery e&‘o_rt t0 elude them. § would suggest that the _

- rod, §. 1995 mmmmm;g@mm 12), New York: Penguin Books Lut, 95
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encourag;ament of posmve 1&ent1ﬁcatmn should cunstttute a v1ta.l cornponent of the -
_: :rehearsal process Accordmg to LeBon, an expenence ufumty rega:dmg the: shared goals '.
" ofthe. group is intringic to Lts ultlmate success or fmlure Consequently, through the T
. .mﬂuence of suggestmn, the group may. be capable of pus;twe devotton to 1ts ideal and
: --furthsrmore, desue achlevernent However smultaneously, actors should be cnnstantly

' encouraged to_mamtam their mdlvndual status within the group dyn_a_mm.

- CASENN;

) It is extrerneiy mtereshng o note the vaned respanses regard ing group dynarnm In fact,

in certain mstances. responses dlﬁ'er 50 wmlely 1t 1s difficult to 1magme that cermm actors

expenenced the same rehealsal process

Actor L; _ _ _ _
{Do you feel thére was 8 aroup bond°} *Yes, usualiy jrou. find clicks and thére wasn't
anythmg like that. ..and the idea of energy wvery night.. one evening we all t‘elt grenl o

‘and the next bad...that he;ghtened the group bond defimtely wies

Ewdently. actor L. experienced 1 stl'ong tdentlﬁcatlon with the group nucleus In

addltlcm, the percelved mm:larlty of expenence between herself and othel cast members _

L Appendiy, p8.
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ﬁmher entrenched hbxdma! tles, and ulnmately allowed the expenence of the group asa

| who[e to be 1rrtemahsed 2s 2 good abject

i s:gmﬁcant ] note the 1mportanoe of shsred expenence Iwould argue that when an N

actor percewes his expenenoe to be shared by fellow cast members he fundamentally

feels understoud, and in accordance with Wmmmtt. val:datmn of mternal reality is

provlded It thus becomes safer for the actor to nsk emotmnally and physmally withm an'_ :

envtronmem where experiem.e is percetved as mutually recogmsed

. However not wrthsmndmg the above exper;ance, actor L 3150 bebame susceptlble T
suggestabillty withm the graup _

«f kn_ew there was a sense of :‘rpatl__ly fmm 'so_m.e. chst ﬁleniberé wﬁﬁ had tﬁe major |
roles, ﬁnd. me& of a geﬁerﬁl'én'thusinsm from them would have given _n§ a _.greatei‘

w08

S lvould sﬁggést that sliare_d_ _expeifience may Srﬂy 'valicllaté the a&of toa cért_ain poirt.
- - Thereafter, Ip.erééivé(.i emotion (in this case, negative withdeal) may yet enhance the
effect of mtemalised fears and anx:et:es within the actor. LeBon argues that under the
: mﬂuence ofsuggestlon, a4 group’s agreemant with reality is never checked hy any
reasonable ﬁmctmn "9 Thas, due to libidinal identification, reaction inay beoome

emononal or :rrahonal rather than reasonable or objective, .

" A ppendix, ps ) ' ' '
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o However, itis cructal tu note that enablmg the individual to mtemahse the gmup 'as'a E
- good object may n\*errlde the clrcumstannal truth of ths group experience proposed by Le :

Bon.

: Therefore, the role of the dlrer;tor is mtrmsw 1o the stabihty of the grbup minc‘l (61‘ cast -
-dynamm) and its GOmponent mdmduals The preservatlon of the group as an mteruahsed
' guod object | rehes prunanly on the dlrector as grnup {eader. It is stgmﬁcant that shared |

a group expenences were noted by the actors mtervLech
CASEIV:

- Actor 8
: “i enjoyed it when we all got together and told each other about oﬁr cﬁaracters, that
was very good becanse it helped your attltude to other people on stage, heéause :
| within tlns play there were 50 many dynam:es and yuu had to kuow wlm was who,

that taugllt me a lot“‘ o

- The. exercnse described above mvolved gll the actors in one group rehearsal and entailed '
the actor shanng the. expiorataon and dmcovenes of h1s character with each of the other
actors on Al mdwndual jevel, As substantlated in the above quote, this exerc:se proved.__ -

essantial Firstly it provided the basxs for a shared expenence amongst all s:xteen

1 Appendix. b




91

g _members; pf' the cast, and served to. acknowledge fhe individual contribution of each actor
: \&fthin .the rehearsal space; {hﬂs pmﬁiﬂing the inﬁer validation previously d:scussed
Furthermore. it a.Ilowed the actors o gain. valuable ms;ght into the characters they wers to
.:mteract W1th on stage. This is imperative as, in addmon to inf‘onnatmn gleaned; it
| rovaded TeASSUrANce to the cast thai other actors were mdeed thmkmg and conmbutmg

 tothe productlon thus alleviating fears of 1solat10n or abandonment on stage.

Actor 8. rer'nﬁrked ou another group exﬁeriencé-
- 1 loved when we watched the echpse and we came Imck and we went nvertime but

. mo-one was womed aud that was the first time the play game together"

' The above incident was also described by actor B:
* I made great connectlous w:th people, as 8 whole 1 think people get on well .
) -mayhe more tlnngs like gomg onto the roof to watch the echpse would have created

a greater group bond sils

Ewdently this experlence proved mgmficant to thé group in terms of p051twe morale and
hbtdinal strengthenmg ﬂlrough shared experience. The event entalled the whole cast

. going onto tha roof of the bu:ldmg (in whlch rehearsals oecutred) in order to watch 2
lunar echpse The atmosphere was reiaxed and jOVl&] and n'onmally 1mbued the cast wrth
a VISceral supernatural sensmtllty intrinsic fo the themes ofMggbg;h a senmblllty

prewously abystract and dtﬁicult to mtemahse Consequently, as stated by actor S the

V12 Appendix, pd
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- - production seemed to “come together™ for the first time. Time became irrelevant to'a cast

fiercely _uﬁ_it_ed bya common ihter'nalised experience, .-

'Howévér -oncé' again articu!ating my OWn experience, I would.déﬁﬁitely'concede tha{ '

msufﬁc:ent attention was pald to lnltlatmg such goup experiences As prev;ously stated

all cast members were also acuve full-tlme student& and therefore mheamals were

' scheduled around the ﬁ'ee times avallable by the actors On average approximately 4-5
' hours werg ava:lable tor rehearsal per day. in contrast to the normal g hours consistent

_ 'wtthaprofessmnal productum. '

As directors, we felt eriom’lous pressure, 'not only due to the limited -timé available, but -

also gwan the nature of tha production. As stated prewously. a Shakespearean production

‘poses a damandmg challenge ta the nost professnonal of actors, it is therefore a

mammoth undertakmg for ac_tnrs at student level, Ona purely -clrcumstantlal level, the

actor is torced to grapple with difﬁcult and fore;gn language in additron to the normal -

' tasks of character mhabltation, stage direchon, Spaclal onentatlon and character o

mteraction

As a result, we' demded to focus largely on the text itself in ortler to pro\r!de the actors

w;th an mternahsad and thomugh understandmg of the play ltself Fundamentally thls

mvolved enablmg the aclor in answermg the followmg questmns What am I saymg"

| Why am I saying thls?-What ls_my character s motivation? How does my c_hara_cter-thmk?

“What is my character’s inner conflict?




© 1think they were also under pressire to get thmgs doue.

© 93

R . Iwbul.d: afgue that._the ab_mé"e qﬁeétidns are c_éi-taiﬁiy intrinaic.to th_é réhéarsal pfbcﬁs, o
L ﬁ Hdiwevar, through fbéﬁsﬁing 'pfeddrninénﬂy on the text of the play, 'i:ssu.as' surrounding the
' group dynamlc were neglected to a large degree On reflection, 1 beheve that the issue of
: ln:mted fime was perhaps internalised by the directors asa prevalhng anmety Iti ls o
o mterestlng to note that thls was detected and expressed- by a number of actors when' | '
- interviewed. In the followmg case, time is attributed asa factor whlch mlublted the

~ ability to play

 CASEV:

Actor Z:

_ “it was hard...there wasn’t enough time, it's purely a question of 'ﬁn_ne...yo'u _
“couldn’t play, you were just trying to get to.the end of the road #sbppnsed- td._
o enjoying the journey...one Wuuld be aslied to experime'nt or play hut there was no

e time, you could only do se mur.h J thmk it would he unfair to hlame the dlrectors, .'

sl l-l-

Twould argue that actor Z_interﬁa_l.i_sed'.the time-related anxiety being expesienced by the
" directors. Once again, libidinal ties becom infrinsic to this dyhamic. Accordingto

“Freudian notions, these ties exist not anly between feliow actors, but also between the

actor and director*'*, It ig thus reasonable to assurme that the mechanism of suggestability

My d:x.‘{
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mav be a.ctwated between the actor and director, In addmon, hb:dmal ties alsn resulted in

the mechamsm of rdennﬁcaxlon, as actor Z 1dent1ﬁed w1th the directors’ anxlety, rather

= than ‘blammg orperseeunng them fori 1t

' I-Iowaver the manifestgtion' of‘ such identiﬁed interhglisation‘ feeul_ted ina cle'&f resr;stahce :

' te"'spoﬁta'neity and_.'play. As pfeyidusijr discussed, actor Z _expreesed epro_found fear of |

] makmg mistakes, _end PO .lac_k' 'o.f eelflbe_lief. 1 would th'er_ef'qre suggest that these fears '

. prevented her ﬁ‘om expelling anger at the perceived time pressures, but rather served to
' compound the msecunttes already present She felt she understood the anxlety of the

| ~ directors, she 1dent1f‘ ed with thiem and Lhus in un e{’fort o repmr the:r fears ancl appear |

more wovthy. Shf.. at..mpted to allevxate them by just trying “to get things done

The pressure of time is usually an unavmdable gwen clrcumstance w1thm a rehearsal

process, However. directors should be aware of the powerﬁﬂ mﬂuence they have over

the actor ] .psyche leltatlon of time is an extenuatmg- faetor which shou[d only concern

the dlrector. and consequently should be kept out of the actor ) domaln Furthermore, it

. should not 'not:vate the dlrector to neglect the lmperatwe group dynamlc Text Work is

essen_tlal_to any production, however a balance shauld be obtained with relaxed, shared - PR

experience amongst fhe‘ group.




S L Ll s - ke S . D A o

there wasn 'ta fannly feelmg

SEVIE:

- : Actor D ettributed a_.-ﬁ'actured group dym’nniem his Jack of eafety:

_ “the main thing that did‘il*t'make e feel safe was a'lack of cast dynamic. A cest to

me is fike & family, and in tlus prodnctlon we dldn’t go threugh anythmg together,

anl I.E

“Itis eig‘tiiﬁ_cer_:t to note the a‘beve comparis_oﬁ between a.the'atrical cast and a “family”, T o
 would argue that this further substantiates the location of director within the position of
' .motherffather In his mterwew actor D expressed a good" and “elos " relationship ta

: his parents tt is thus eogent that snmlar I:bndmai ties wrmld be desired within the '

rehearsal space Purther itis mtcrestmg to observe the dlspanty between the above

. statement and that quoted prevnously by actor C: “l‘or my side there was always a gmup -

bond”, and the shared experience described by actor L whlch “ ;.helghteued the gmup

bond -defimtely“. This disparily once again contirnis the Lidividual and unique response

 of actors to their own specific object-relations. It is therefore critical that a director

" become aware e?-individual object-relatienal dynamics and not assume & uniform N

response amongst a gwen cast, Howaver the above dlsbuasmus do indicate the crumal o

o s:gmﬁcance ofa group dynamic to the actar. The manner in wlnch such a dynanuc is -

- percelved is nevertheless speciﬁc to'the individual actor.
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I have prevmusly asserted that the role of the dn'eetor is crucmlly eentral o the rehearsal '

_ p"DceSS T would argue that the above evaluatlon bears tesnmony and substannatmn to

this assertlon By virtue of thelr ﬁmctmn-as actors sast ina play i m which they wzll- be

. 'dn ecred the md:v:dual members mvolved ina theatncal produenon are placed withm the |

- unusual and foretgn eonstrmnts that constitute an organised group Iti is thus logleal to

| -proposs that the tension_s which evolve in such & group are, _t_o a large extent, continge_m; o

R on the director to prevent and diffuse.

It is therefore crucial that a dlrector acknowledge and understand group dynamxe., such es '

the Herd lnstmct. llbidlna.l identification a.nd suggestablhty (in. addmen to the basxc )

premise of 1ntemaltsatmn and projection within Klein's two primary posmons).

Awareness of such dynamics should alert a director to group manifustations such asia

" lack of psychological independence; sitnila’rity. of reaction; spontanegus -
emotibnal!in’ational response" inass hostility; or mass d‘eniai As discussed, u din.—;ctcr =
~ cannet predlct the behavlour ofa A group, but he should stnve to be aware of potential |

ne.gatwe dynamws ina eenstam effort to diffuse them,

- As sueh, an impaortant recommendaiton would be to promiote shared experiefiice amcmgst

the group in oraer to encourage ldeutzﬁcatlon and ptovide mtemal reeognmon snd
o valldatton between group membe‘? WGISES descrlbed above sich as watchmg the

: 'echpse, or sharmg character msight. would constitute such experience I-Iowever this -

BRI Appendix. p21
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must bt: m'aintained consistently throughuut the rehearsal process in order to gretgin g

o _ umﬁcatmn re,,arclmg the broader guals ofthe gmup It is necessary to acknow:nuge thaf

| 'most rehearsal pr otesses functwn Wlthnll a stringent time limitation. ft was recommended_'

' that the actors shauld never be aliowed to mternahse the pressure of time, I further

_ belteve that mstillmg shared graup experience would prove intrinsic to maxlmlsmg

' _rehearsal time, as apposed to‘takmg awny precious hours as sime wasted due-to o
-extraneous insecurities u~ anxiety would be avoided and a much rore confi dent, creatwe

and spontaneous rehedrsal process would ensue

" o [DYNAMICS SURRQUNDING PLAY,

 When ahalysiﬁg the given answers. vastly.diﬁ‘eriﬁg respuﬁses m..ay. once agait be noted.
I_i is particularly interesting to_obseriré the romments surrounding tﬁ'e directorial vision
. for the play. In theatrical terrhs._- the visidﬁ denotes the manner in which the dire’ct@f

foresess the prbductioﬁ unfolding conceptually, both on an desthetic_and _p’raﬁticéi level. .
| I would afgue tﬁat the .cpnceptu_ali_sat'ion of a vision is inqumbet}t oh every director whd :
attempts to -dired a lu_éid. wﬁll.'s_trﬁcture'd. aesthetically and _intelleﬁtua_lly sound artistic
'  creation. However, oncé again the notioné of m_cthodologj; and approach become
 intrinsio 10 the Implementation of such a vision: Two examples will be evaluated within

*the loeus ofplay,
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- CASET:

- Actor $ :

- Was suf’ficlent Space ailowed for plav and oreatiwty")

“Yes, beoause you had your vmon from the hegmmng i’s incredibly r:-assufing'as :

an actor when you willcinto & rehearsal space and that‘s there...we were oro'rking' -
B with_in a bmmdary and then we could play there, 50 we were able to play and be
spantaneous w:th that, s0 wlthm what we had there was plenty of spa g, that's why I
_p_l?ayed'froir. begioning to end.” 7 '
1 woold éuggest th"t actor §. did not foel required to be inordinatoly oomp_liant or
acquiescent {0 the visiun ofthc productlon 1 is thus reasonable to assume that the visi'on
" was internalised as a good vbject, one whick would provide safety an *rggssurance”. AS
a resuit. the parameters of the outlined yision could be identlﬁed as olaar whoundaries”
W1thm ‘which play could occur However, this response concurs with the pl'BVlm.lS '
'analysm of actor §: an mdwldual focated essentlally in the depresswe position ‘with strong
reparativo maotivation, passmnate cotmitment to the work, and a0 evidence of profound

anxiety or internal fedr.

fn t‘ms production, the vision was artloulated o the actors 08 2 graphio oonceptual
- deplctxon The component five dets of the play were deoonstructed soene by goene, and
desonbed accordmg to their annosphere. enelgy, staging 1deas and special eﬁ'ects

r_ogarding set and oostume. Ttie aim of this exerctse was to provxde a safety-net for the
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" cast. Through deconstructing the play according to individual scenes it was hoped

- (especially due to ita Shakéspeafean context) that the actors would not infernalise the play

| _ ‘as an overwhelmingly -hug‘e task, but fathgr engender W_innicott‘s_ ‘going-on be__i_ﬁg*_ .

- feel'ing and tackle the play as any other, 'day:by-da.y.l scen.e' by scene, in a'rela).céd creative
' eﬁvironment. Further, it. aimed at insﬁiﬁng the actéfs with confidence fn their directors by
illu_él_:rat_ing that the directors had a: coﬁscious"plan"in their approach to the pr{:dﬂcﬁoﬂ.

- soasto :_av'uid 'pani_c_: and mistrust. Althou;gh ti_mse a_ims were seemingly 'at':h.ieved_ wilth.-

regard to actor §, actor J experienced & converse reaction:
CASEII;

Actor I
(Was sufﬁment space allowed for play and creatwity")
| “No, there was too salid a guideline about how the dlrectars Wanted the production

to look, so already there was sense that you couldn’t explore”m

E\}idémly. actor J. in¥e’mallsed the productioh \risibn as an imposition, and éccording to

- Winnicott, if an individual beheves himself to be in & compliant position, playmg and
individual g 5romh cannot occur'™®, [ would argue that an the basis of the above statement,
' the mtemahsatxon of the vision gs & bad or resented objeet occum.d at the outset of the |

: rehearsal process, end in nght gf previous analysis regarding actar_ J.(as ﬁmdame_ntally

o Appendxx.pﬁ
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 located in the persecutory position) this obviously resonated throughout the rest of the
rehear-ial prooésé a’é a-'n'égative inhibiting fdrcé' Oude égain the notion of honeét :

"cornmumcatmn is cruclai If actor rs perceptmn could have been articulated ta the

L ctuectors at an earIy stage, perhsps much of‘ his. subsequent negatmty could have. been |

' avoxded Further evidence of mdmdual response is presented in the followmg quote, '

whtch exlnblts a vastly different perceptmn

_ Actor U: N

(Was sufﬁclent space alowed for play and creattwty")
“Yag, it doesn’t mean we tised it effectively but it was encournged, even gnmes and '

exercises we did encouraged it, I do thm_k enough of it was dane, there were tintes |

' ._..__.awheh we were Zal.lowed_ to Ioos}cn up a_nd '(io whatever we i\?_anted to do and ﬁaniéthﬁes

it would look like w_é .\Qére just fooling afound. bat yes, creativity is about fooling .

| argupd,”*

_ Ffom the analysis discussed throughéﬁt .this t;;_hapter; one of.the maost crucial canciusiéns B
ohe ma;v extract is the notion of v_éﬁéd reé’pon;e. Cleariy,..actor:_.U. introjected the -
rehearsal dynamic irt a manner imique to his own psyche, as did every'ﬁember of the cast

(given the answets in the qpestibnnaire).. In this caéé. the games implemehted during |
rf:_heﬁr_sals servéd to h_eiéhten_ 'ac.:tor U's ability.to play in g relaxed, _spohfaylgous fash_ioﬁ.

The gafnes were sometimes used as an slternative to technical warm-ups before a mun-

¥ Appendix, pld, 14
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' throug,h ot‘ the play They were 1mprov1sanonal hased not related dtrectly to the text but

rather formulated to mmil a sense of lateral thmkmg and 1mpulse motwa ed spontanelty._ -

Fﬁr' ;:x.ample. the actors stand ina grcup (a serni-ru-cle ot hne) whlie the dlrector stanﬂs g o :
in ront. Randomly an actor is pomted to and Helshe must begm telfing a nonsenmai |

. stor‘y The game o cnntmues as the director a.rbm'anly points to. any other actor and they

B must continue the tellmg of the same Story. 'I'hts game pmves to be 3 cruclal exerclse in
focussing the actors engaung interal thmkmg p atterns and allowing the actors to relax _

and have fun w‘mle umﬁed as a group.

A second exampla involves the actors standmg m a very close cn'cle Aﬁ aﬁtor' is.

ﬁoniinated by the du-ector to say the first word that enters his mind, aud the actor to bis
right must 1mpuisweiy state the word that he assomates with the prevmus word. The

- objective is notto make perﬁ:ct sense, but rather 50 force oneself to respond 1mpulswe1y

without self»cansorshlp This game ns very effactwe in ﬁ-eemg the actor to respond

tmpulswely and truthﬁ.\lly on stage. 1t also functions t0 blllld trust between thz aotors 88

they are all plaued in the same vulnerable position pogardless of age or experience, and ..

: the_beneﬁt_of_ shared expenence is once again acknowledgec
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' Actnr S also noted a po&twe response 1o these games
- “[ loved the fun wnrm-ups., people wem freemg themselves, qmte mdncally...there
was a unity theu and when i got onto stage it was sull in me and it encourages

playfulness wutlun the play 1l

: Und(mbtedly exercises of this Hature are 1mperat1ve in thelr role to encourage and nurture

play. Howaver as stated previously, due to the pressure of' Iumted time whlch was R
mternahsed by the dlrectOI‘B. these Bxetclses weri not implemented mﬁ‘mently Iri.hey -
_ 'had T do beheve they may ‘have assisted those actors strugglmg with their mtemal _
msecuriues and the boundanes of' the directarial vismn may not have appeared a8 n;,xd
Further it would have enabled the dxrectonal vision to be mterrlahsed asa good object.

thus furthering the _grnup bond and genere.l ethos of the production.

SUMMATION]

T 'would propose that the common reference to a theatrical production asa “ptay” is no
- coincidence. The notions of play and creativity ere'irrevocably' entwined and .
interdependent and, I would argue, given the above evaluation, located inextricably

within an object-relational sensibility. -

' As discussed above a.esthetic and practlcal boundanes mstttuted bya director rnay be S

) percewed in numerous ways. Itis interesiing to note tll&u. whcn sueh boundanes ae . '

™ App:mai.e' p-t




03

. percewed as tmposed the actor feels camphant and acqmescent play and s;:ontaneity is
- I‘esisted However if estabhshed bnundanes are mtemahaed posnively &s good objects,
- 'tltey are nat percawed asan imposnmn but mther serve to pramotc a feehng of safety and

: going—on-being ie. construcnve piay and mdmdual grawth can oceur.

- Further. I would suggest that itis mcumbent upon the ditector to assess the manner in -

h;ch such boundanes are mtemallsed and percewed as mch by the actor The
prevlously recommended techmque of msnllmg weekly graup sessions in Whlch the .
actors can artlculate grievances, amuetlea of insecurities, wculd prove 1mmensely
beneﬁclal ini practicing such ussessment, Resmtance to play van then be acknowledged
and resolved ona mutuat and consensual basts In add:tmn the mamtenanoe of creatively

orientated games and expenences would t‘urther sewe to engender nnd sustaif tmthﬁxl,

. mpulmve acting, the resistance to selﬁ-censorship- and the ;n'aatmn of _tmst amongst the

© " group. In additioh. this would also aid in instilfing the confidence to encourage and -

enable the actor to challen&.e his own acting boundaries and fisk l'us own percewed

itmltatlons

o ACTORINSIGHT]

1 beli_eQe_ this chapter would be _inconipl’etg without including the 'posi_ﬁ_ve insight gain_éd

by the actors during the rehearsal process.. .
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. Actor Z
there’s no way you, can g through a8 process and be untrue to. your's'elf

: “I leamt that
or comfortable you mnst challeuge and questum”1 '

' and if you do ot feel safe

- .Actor c: Co
lres dlrect mteractmn w:th other people amd
he _pla}' '

“1 enjayed learnmg how acting reqy

d you felt that people wer

- when that happened fn e workmg i‘or the hetter ut't

or stene |t was gratli‘ymg.

Actor S _
llat they did

watchmg peOple do thmgs that were dlﬂ%rent frnm W

the honndaries of the gwen
ging your frlends domg go

. efEwas mspn-mg
cntena...and seemg

day before. but still within
it was so inspiring 3¢

~the
od .wor_!:.

‘people out there acting,

Actor L - ' . o
“‘[ emoyed fhe interaction amd le'arning fforﬁ.other ae{ors, the gmup dynam_ic, -

-leaming to grow and see what 1 can do”

ActOrB:_'._.-__' C
s] loved being able to perform, to-meet péoﬁle and make pew friends™ |

- Appendix.pl - o
123 Agpendix, pi6. '

14 Appendix. b6

135 popendis. BT
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It is fascmatmg to note that the umfymg f‘actor Imkmg all the above quotes 1s the notmn

of i mteracnon, on an mdwidua! or group level This undemably suggests thei 1mperat1ve

_ role that group dyna:mcs must mev:tab!y play ta the rehearsa! domam, and that

: .;ntnnmcally. the rehearsal process is such that object- relatmns may not be escaped His R

 thus only reasonable to accept that there is much to be gamed through an undersmndmg

.of the object-relahonal dynarmcs underly:ng and dnvmg the rehearsal domam.

SUMMATION]

Certain key obSefvati§ﬁ§ have emerge& asa result éf#nainis 'evéluated in thi§ chaptef.
Fnrstlv, itls e\ndent from the randbm mterwews conducted that many actors seem 0 .
| mternallse a [ack of self-worth or not being good~enoug - This intermal fegr_(or_ -
*badness") may h?’ brought_ into the rehearsal pmc_ess from its .im.:é*_;i_:tion, 'o; &g&elop"as 2 |
result of p’ercei_ved insecﬁ:_ities i_n. relatibn to the director, fellofv_ cast imembers or to the
grou;i g?.; & whole, As 'rt_aomﬁinéﬁded; substantial holding’ and nurturing is "equtred in

arder to aid the actor in introjesting new good objects"and repairing internal anxiety,

If was further observed that a sev'eré tick of self-worth may indu_ce'a_ reversion o
bersecutory defence méchanism's' s‘uch'- as guilt, spiitting..denia'l withdrawal, omnipoteni
' denslon or emotiongl blockmg It was tﬁan proposed thata djrector aIIow for _
mamfestanons of sich defences, pnmarlly those in the f‘orm of aggressmn T]us follows

-the Winmcottmn rmde! of allowmg an acmr to test hls secunty boundar:es by pro;ectmg. .

2 Appendix. piS
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internal anmety onto the dlrector and remtrojecnng the same amuety Whlcl‘l has been

| modxﬂed by the du‘ector (who has not been destroyed as a result of the pmJecnon) o

: The notion of’ d:rectonal approach was also Eughhg,hted asa t‘ec'.urrmg theme. Th:s is

o cntlcally lmked to the concept nf mdmdual response. Cruclally, the rehearsal process T

shoulc‘ ‘-e. wewed asa S}'mblotli '-tmnskup betwaen va.rled mdwtduals on an mdwldual

. Cor group level (thls mcludES the d:rector and. actots) and this notmn should serve asan |
'empmcal gulde in any rehearsal space. Fundamentally, I would argue that the reahsatlon o

of the written text may not be -achxeved unless the group. dynamlc is afforded maximum

- -_ attentlon, and consistently nr.arturem.’nwjr in order to ultlmataly allow the gmup ta mtemahse_ :

_the producuon as a good object

It is vital to acknowledge that within the rehearsal sphere, an individual canriot growor
_ crea‘te ih s'nlita.ry. but is reliant and necessarily dependent on interaction with others.

-Hon\ ever ‘the psyche of each actor is tﬂled with un:quely mtemahsed abjects

1dentlf catlons and pamcular mechamsms of copmg with such mtemal realmes

-' Therefore, due to this mteractwe dynam:c itis reasonable to accept that each indmdual

will resp_ond aud interact in a manner distinct and specific to their personalities.

Essent:ally, a director should never assume & umform response but rather assess spes 1ﬁc '

needs and work wuh each actor onan mdi\rldual basns In this way actors wsll feel

acknowledged on an internal lavel and persecutory reversmns may be dlmmtshed

¥ ourtared” is immded in.the Winnicoltian sense of creating a hctdmg mmnmcnt and not in thn

: cnlloqmal senge ofbdng kind, suppomve or hclme
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| P0551bly the most essenttal recommendanon to be proposed in thls chapter i ts the notion
of open, honestm commumcatmn Object—relatlons is lntaractlvely dependeut and

g 'mterastmn cannot be aclueved or encouraged w;thout posmve cummumcanun It nay -

' then be deduced that 8 lack of commumcatlon will result in negatwe or Imper ' ‘ﬁet-t-
relatlons As thls-chapter has. attempted to prom the rehearsal space is an obj ect-

- relationally fraught domam and it is therefore mcumben' on the dtrector to msnll and

e turf: open and safe cumnmmcatmn U!ttmately this will serve in the mm&ltsatmn of -

E . trust and respect for the dnjecmr and fellow'actor& while creattng 4 supportwe basein

 which the sctor willfeel secure and ‘hel’.

I{lein beﬁe\}és that the urge to play s the relief gained ﬁ‘om externalising painﬁtl internal

suuatxons I wouid concur with thls not:cm and ﬁmher suggest that it is the so!e

' responsablhty of the climctorto epsure that the acior feels secure enough to engage in
- suchi “rehef” i6. 10 ‘have mtemal:sed each facet of' the produttion posltwely‘ to have

' successf‘ully dtf’f'used internal conflict and mamfested amaety. and ta have grownand

developed through a joumey which has ulttmately fed and ‘ourished the psyche and soul _

Thls 1 would argue, is the ultimate aim of any rehearsal process inso far as it allows for
‘the perfnrmed productton to be mtemallsed asd good ohject, in thts way the productlon

- may, achieve 1ts most creatwe and en\nsaged potermal

1 Yor tlie pumosc of tliis Research Repori, “horiest denotes bemg truthfial, mthnut needmg to he Aﬁ‘immd
_ or fearing hurting lhe ather, It is not intended s "nice”, kind or geutle
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TONCLUSION J

o Wheu f Fegcm 1o see.. rlmr this use af me mrgh! not mzb. be a defen.ww regreman bm'

'cm csswmal recurrent pha.';e Qf a creaﬂw rehtm.-r o lhe war!d e

Tius Research Report has attempted to prove the mamfold benef‘ ts of mcorporatmg
o object—relatxonal theorencal concepts into the inter active lm::us that is the rehearsal
domain, Thmughout my analysm of the gwen case studxes any practwal and

paychologlcal nDthﬂS have been addressed and exammed with coneequent :

-recqmmendatlaf s bemg offered. The fo!lowmg cqn_clug_iun is therefor\_: not mtcndéd asa o

rapetition of previously explored ideas, but will rather serve as a forim 1o extract and
Adebate further questions which have arisen as a direct result of the research and

 evaluation conducted,

3 In 'érticul‘aiidn of my own e:_cpérience. t_hg..ins'r:gh_ts gainéﬂ thm_ug_hout t-hi's. Repqrt have | _
p_r_ovén invaluable m my ability'td reflect :uboﬁ the Macheth process'énd assess areas of

| _sfre'ngfh .and weakness which émérged. As a director myself, one is bﬂ_efl in the dark

: régﬁi'ding the unconscious d}’l’!&l* ics which prevéil and oﬁen dominaté a 'r'eheamai-' -

o pmcesa Huwev.:r due ta msxghts gamed ﬁ-om 3 thorough knowledge and mtemalzsed

I understandmg of the theoretica! notmns exammed here, 1 feel an msplred and 1llunnnated :

"™ Milner, ited In Winaicott, 10.W. 1993. Playing and Reafitv, New York: Routledge. P50 -

O S
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awareness which 1 trity believe will_i'nforrn the methodology and creatiﬁty of future

artistic endeavours.

The recommendatlons gwen throughout my evaluatmn have fouused largely on the
I‘E“-[JOIlSlblhty and role of the director in agsessing and appiying the selected theoretma!
' notlon& however itis mteresting to extend this apphcatibn tc_) the realm of the sctor. As
E g dtscussed an intrinsic outcome of internalising  such theoretlcal concepts m a

'transcendance from the unconscmus into the conscious.

Teis thus reasonable 10 suggeqt the possnble institution of an educatmnal forumm to serve a§ '
: anaddendunt t0 this research. whereby acmn and dlrectors are expcsed 10 the

- a‘naverﬂentioned notlons and encouraged to enter the rehearsal space already located ina
state of self-awareness with an internalised desire to create through 2 construcnve moda :
aof expenencmb. mnkmg conscmus the external and mternal dynam:cs (e t0 1deally

. encourage the actors into the depresswe position in order that they function on a -
feparative' jevel gnd incling more towards introjection of good ohjects rather -than_

expulsion of bad objects.).

' '-I‘his' recommendauon should not be conﬂated with professmnal psycholngtcal therépy. o
' rather advocates an educatmnal domain in y which exerclses such as role-playmg potenttal '
fehearsal tensions would OCGHT, and encouragmg the actorq to uonstructwely search for _

ways in which to avercome them. These “workshops” would thus i‘unct_mn ag a method of.
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diffusing potential resistance while simultanéously illuminating existing personal internat

. conflit to the individual actor.

: .Thls approach may not negate lmped:ments from occunng within the rehe&rsal proeess
however it may serve o miniise pre-existing perscnal blacks' whlle pruwdmg the actor

_ws_th_the emotional and p. ,zct:cal tools necessary in dealing with problems as they ariss. -

1do cuncede that a pracucal workshop as descrlbed above may only prove feesible wlthm-

an altready estabhshed sducational facnl:ty (such as an actmg or directing school)

. however this idea may be adapted to perhaps & few sessions with the cast ofa producnon

privr to the beginnlng of the rehearsal progoss (nme limitations not vnthstanding)

| As discussed .in the previous chapten communication is ceniral to tﬁe practical
apphcatlon of object-relat:onal awereness. Hnwever 1 believe it is necessary at this
juncture to elucidate on the nature of such communication. would again advocate the
in’clusicm of a weeldy session into the official rehearsai schedule and the maintenance of
© that time as specific to open dialogue between the director and the group. I believe this
waould prove an intrinsic facet of ihe rehearsal process, allowiﬁg for the airing'.of. _ |
insecurities, anxietie@ inhibitions and fears, etiabiing the director to gain direct ingight = -

into potentml obstacles while snmultaneously providing the actors with mtemal va]idanon )

as they witness others in the gmup exper:encmg their own mdividual anxieties,
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* Essentiafly, the director finctions here as a facilitator in order to honestly explore both
- underlying 'tensi_dns and positive experience in order to jointly negotiate decisjons and -
 potential action with the group. In addition, I must propose that the dialogue elicited

" should also contain a positive ahd inspiring perspective, in order to promote the

umﬁcatlon uf the groujs goal and its ultimate mternahsauon of the productlon as a good

 object 1

- I'would propose that the questions included in my questionnaire (see appendix) can
- further é’grve the director as & guideling when approaching open comimunication witha - - "
cast, It is crucial t underé‘tand that although the focus of the q'uestioning is individual

' spectﬂa. the exercise is ulnmately group onentated as the dynamms msp:red by the

mtuatmn are hb;dmal in nature and ultimately functuon to sirengthen the gmup bond (as "

explmn_e_d above),

The act of érea_tion' jsa powerﬁil force, uncontained and humiliating in its very potential,
I believe that the application of object-relations theory converges at the heart of this foree

and allows us the everasting search for unique, inspired, group and individual agency. -

."{f L am nol for myself, who will bz for me?
If I dint for myself only, what am 1?
If _Nof riow - when?

o Tafmﬁdr‘c sayfug: Mishnah, Ahot)

- 1% 14 a Jhort space uf time (og. 6 \meks) ihe nllimate aim is to mlemnlise the rehesirsal process as a good

objeci :md ﬁmreb\ the pmdu;uon. mther than the loug lerm tlmrapemic aim.
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INTERVIEW WITH ACTOR Z:

' What did you euiuv" '

The Yact that I wes guided and dlrected .and the chalienge of hemg direcl:ed and =

taking direction

Were your expectations of the production met?

1 basically understood the directors’ vision and wanted to be part of the
process...my only expectation was of myself, to fry and do my best and be
supportive, I don’t think the vision I had was achieved...I was partly

- responsible...I'was very open but to the point where I never challenged, never

questioned, ..s0 it was partly my fault and other actors who constantly blocked

_ the process.

Were your expectations for your rharacter achieved? o
No. I think I was giving very little of myself to.the character...partly because I
wanted to approach the character in a different way this time...so I blocked off
because I wanted it to be a challenge, T wanted to put myself to a test to see if I
could be completely something else and vou can’t be something else without

- having a part of yourself in it ...because you are yourself and even though you're.

playing another character you're siill yourself and I iried to remove myself
completely...
Were your expectations of the directing met?

1 had no other expectations of the directing other than-here L am, direct me. JfT

was disappointed its partly because of myself as well, I think as a director you
can only try and get the most out of a person, the rest should be their
responsibility.

What did you learn?

To be very tolerant, I learnt that there's no way you can go through a process and

" be untrue to yoursell, if you do not feel safe ar comﬁortahle you must challenge -

and quest. n. -

Describe your relationship with your parents.

We have a love-hate relationship, you could say I'm claser to my mother on
certain Jevels, but she has certain tactics with which she operates.,.my father as-

‘well, I don’t hold any punches but iv's very volatile, our mlaﬂonshxp is very
-shaky.

Did you enjoy your character?

" At times, [ foved Lady Macbeth but I don’t think I gave her enough of myse]f I

just unquestionably put my Faith in the directors which is important but you
can’t do that completely,..it got to a point where it was out of my control and

thiat was a problem, it made me feel vy insecure...my performance was outside

of myself, I felt like a robot and it was very trightening... butin theend it
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affected me posilwely .it made me try and try...I believed thatI could crack the

~ character and that gave me hope to get back into it.

Describe you relationship with David.
I'wasn't connecting with David on many levels, there were serious
communication problems, he couldn’t access things within me, Ldidn't help him
but I didn’t feel the space. He pushed a lot and it was hard o fight him onit
because it felt imposed, things I didn’t necessarily feet comfortable with but hie
seemed so convinced that's how he wanted it, that’s what you did.
Describe your relationship with Nicole.
You tried as far as you could because you understand me and know how I think
and you know how to getme to access things, but it was hard, i macle e feel
happier but than back in the rehearsal space I'm not ;ust facing you, I'm facing all
three of you:’
Do you find it easy to access emotion? 5
It depends, ., which emotion are easier?..cheekiness...which emotions are more
difficul®?...anger...It's easier to be cheeky because its more of a defense
mechanism, when you're angry it's more real, it's a definite pushing someone
away so there'sa blgger risk of actually losing someone or isolating or allenahng
them,
_Did you experience aggression fowards fellow casl: mensbers?
Towards (actor V.}, he toid me I was the centre of the play and I was messing it
up, it completely threw me, I had realised my responsibility to the production
but not that T could be responsible for messing up the whole production. it
made me very insecure, you think other people are also feeling this and he told
- me that,, ie seemed like everyone’s eyes were on me and I didn't have
‘support...I felt very confused and restricted...alsa from {actor J.), he made me
~feel very insecure, [ could pick it up from his body language, I became very
- introverted, like I was asking for forgiveness, irying to make up...Ialso felt
- resentment towards (actor C.), he approached his work very intellectually, he
. kept it all to himself, we had no communication, he never saw us operating as a
partnership and when I asked him questions he would talk about himself.. I felt
there was no emotional connection, that I couldn’t challenge him and he wasn't
challenging n.e...Ifelt like I was performmg for myself. '
Did you experience any aggiession towards the directors? :
When David said “other people are stealing the show and you look like an 1diot
on stage”.. I felt very angty and mistrustful.
© What are you thankful for?
For being 5o tolerant, it opened up a lot of vulnerabilities within myself and
showed where my weaknesses and strerigths are, and it made me beheve thatT -
have to frust how I feel as a performer and be true to that.
- Did you experience any insecuarities xegarding your character?
- Yes. I wandered if tny comprehension of the character was correct, and (actor C)
and I seemed to be on two different wavelengths, it made me very insecure, I




would have also liked the character to be more free but Iwas scared of
rephcat[ng (aclnr <.
Did you experience insecuritles regardmg fellow cast members?
- Yes of course, I don’t feel (actor S}, (actor V), or (actor J) had any faith in me, or
even (actor C)...I felt helpless, but Thad to find the strehgth fo he true to myself
-and try and do my best. . :
Did you experience any guilt?
Yes because people weren't rusting me, I thought Iwasn tuweshng enough
What inspired you?
To see things come to life, when things worked when you suddenly crack
. something...jt gave me courage to persevere,
- Did yom feel able to be spontaneous?

No, there were too many imposed thmgs in terms of the character, and there was

. too much miscommunication.

- Was sufficient space allowed for play and creaﬁvuy?

- Idon't think so, it was hard because there wasn't enough time...it's purely a
" question of time...vou couldn’t play, you were just trving to get to the end of the

road as opposed fo enjoying the journey,..one would be asked to experiment or
play but there was no time, you could only do so much...Ithink itwould be .
unfair to blame the directors, I think they were also under pressure to gﬂt thmgs
done, - : S
'Was sufficient space allowed for trial and error?

No, there was no tine 50 you could only do so much...it didn’t freak me out, it
would have been nice, but I also had a sense of urgency so it was fine.,.I was
afraid of making mistakes, terrified, it restnciaed me, it made some of the stufl’
come out contrived at imes. :
Did you feel safe? .

Sometimes, because you (Nicole) were there, but it was also hard because you -
were the director and I didn’t want to compromise you, But I feit safe because I .
knew you were understanding me, also the fact that there was no trust with the

other actors made it unsafe, I felt quite alone. : '

Did you feel there was a group bond?.

No, we spent a lot of time rehearsing separately, and when we were together we
~weren't together in spinit, everyone felt so insecure and didn’t feel able to talk -

- about the production.

What could have created a gfeater bond? -
If people had trust in each other and in the production, if people had worked
“closer with each other rather that against each other.

- How much freedom da you generally require and did you expenence it here?

A lot, but I felt that I didn’t want that much freedom because it prevents the
director from taking responsibility and I wanted to be directed, [ think yoit tried
to give me that freedom but it was restricting because it was told where to go, I
felt angry butjust Wenl: with it. -




What were you afraid of"

I was afraid of failing, but it affected me positively, it made me carry on and try,
. but I never questioned, I was so scared of failing that I never queshoned
‘anything which is very unlike my nature.

o Did you bring any personal blocks into the process?

- The block to abstract process wotk, T don’t come from that training, I've always

been comfortable accessing roles without doing those kind of exemses, they’ e

~ just very removed from my experience.

Which parts of your character could you 1dent:fv with in yourself?

- The splits in Lady Macbeth, I think she was a split of myself, she says things that

Twouid think, it was nice to say the things I wanted ko say to a mah...her pain,

" her ability to love so badly that it gets to the point of self-destruction.
- Did you experience depression at any point?

- Nio, I was just nervous and anxious.

~ Were you able to be yourself? S

" No, there was too much 1mpt. sed on me by the dLrectors and cast, I felt confmed
not l'rue. o _ : :

INTERVIEW WITH ACTOR S:

© What did you enjoy? - '
© The pre-work by the directors, that we were contp. vely free as lhe witches and
“allowed to come up with our own ideas, I played from beginning to end, 1loved

- ~ when we waiched the eclipse and we came back and we went overtitne and no-

one was worried and that was the first time the play came together, Iloved the
- fun warm-ups, instead of being a technical warm-up it was like an improy,
- people were freeing themselves, quite radically, speaking in gibberish, there was
" a unity then'in that rehearsal, and when I got onto stage it was still in me, it -
_encourages a playfulness within the play. o
Were your expectations of the production met? - :
- It was visually an exciting play, I felt sometimes the actors weren’t going out
there with each other, we were missing that connection, I don't think the actual
- story or truth came across or matched the visuals (Responsibility?) The actors,
* being & director you can do se much as your actors are going to give you.
. 'Were your expectations of the directing achieved? - '
You had a vision and you stuck by it which I admire, it's incredxbly reassunng as -
an actor when you walk into a rehearsal space and it's there. :

. Whatdid yoit learn?
- .- How to beon stage without a lot of Hnes, to keep focused and concentrated

throughout, how o listen and respond and watch.




- Describe your relationship with your parents?
We get on very well, I'm ~2uch closer to my mom, we had a major upheaval mth
my dad butT went to therapy and that's sorbed out.
Did you enjoy your character? - -
Iloved it, there was an exceptional feeling of power at all hmes, and physically I
loved having the freedom to move on that stage, we were able to use our bodies.
Describe your relationship with the David.
1 get on with David, people get upset because I got on with the dlrectors, they
~ never said anything but you could feel it, like if I was asked to do warm-up, they
think I'm trying to suck up but 1 just love to act...sometimes there was too much
talking and it was a bit tedious at times because we needed to get up and do.
Describe your relationship with Nicale.
. Your people skills are very good, Ienjoyed it because you'd get up and give us
- some of your energy, you wouldn't sit all the time, you'd grt up and do
something stupid and we'd all langh, and you handled it very well if we went
for dinner or lunch, your role as a director to friend, and s soon as we were in
the working space you were director which was cool- you were strung and your
status was where it should be, —
Do you find it easy lo access emotion?

o Depends (emotions easier to act 54?) comedy and playfulness...naturalism is

* harder because 1ts riskier, you'i - .rvim; tn create someone who's as real as you
are,...it's closer, -
Did you experience aggress, on towar'~ feliow cast members?
There was too much negativity that 1 wasn't aware of until David asked me
about it, (actor J) was fairly instrumental in it and the lethargy, and people
tatking negalively culside rehearsals, it started rubbing off on me and I'd also
say “that was a crappy rehearsal” and mstead of making ik positive I'was adding,
‘to the negativity.,.I tried to take more of a back seat, becoming more neutral and _
 notsaying anything which was terrible,..it was an alienating experience,
" Did you expenence aggression towards the directors?
No,
What are you thaxikful for?
For being able to do it, d never done ShdkesPeare before or knew what it
entailed. .
Did you experience any insecurities regarding your character?
- 1 feltinsecure when I realised I was trivialising what was happening on stage, I -
- decided to come back fully evil and serious and that's when Idiscovered my
character properly. =
Did you experience any J.nsecuul:ies regarding felluw cast membe-*s?
1 felt like I had a lot of power in the threesome and it made m:- “2el like I vanted
. them to give me move, [ was insecure that if something went wre. . 1ey
. wouldn’t be able to cope with it, '




Dxd you ever e;:perience gmli:" : o

Yes, when I hadn’t learnt my lmes, Iwas relaxmg into thmgs, but I rea]is .d and
then got back into it :

‘What inspired you?

It was inspiring watching people do thmgs that were :hfferent fmm wt it they

did the day before, but still within the boundaries of the given criteria, and’ .
seeing people out there acting, it was so mspmng seeing your friends 31ng gcmd

- work,

Were you able o be spontanenus”

- Not atways, you're still discovering things and you re unstre of chmc sanduntl

“you've made a choice its hard to be spontaneous(respmxsxbﬂxty?) Th acl:ors
- War sufficient space allowed for play and creativity?

Yes, vecause you had your vision from the begimung s mcredlbl Jeassunng S

as an actor when you walk intc a rehearsal space and that's there...v & were

"+ working ina beundary and then we could play there, so we were at & ta play

- and be spontanecus with that, so within what we had there cas ple 1ty of space, .

* . 'that's why I played from beginning to end. _ .
Was sufficient space allowed for trial and error? :
Trial yes- etror sometimes no. When we had a bad run and the dir ttors got
upset it was a bit dlswncemng because evaryone was. h'ymg and ¥ hearsal is for .
messing bp. S
Did yon feel safe? -

Yes, you were guic'ing us all the time, and when you' re ina safe ¢ yace yon u:an
play and make a fool-of yourself, -

- Did you experience a group bond? - ' :
Yes becausr vitimately we knew we were all going to get on stag B toge’.her and 1t E
weas going to be our play...but there could’ve been more encour ging of cast -
men.bers to each other, I enjoyed when we all got together and t3ld each other
about our charactets, that was very good because it helped your pttitude to other -

people on stage, brcause within this play there wate so many dy namn.s and you o

had to know who was who, so that taught me a lot. :
How much freedom do you generally requive and did you exp sience 1!: hexe?
A lot and I got it liere..,we had room to explore and play espeei lly as the -
witches. :
What were you afraid of? ' ' i
In the beginning I was afraid of (actor Z) but then Twasn't afraic each rehearsal
. “was better and .. got more excited. .
" What parts of your character could you identify with in yours if? -
‘The physical part, the way she manipulated people, I think 'm 1 owerful andI.
can manipuiate people so it was interesting. -
- Did you experience depression at any point?
- Not dapresslon but I went throue’ difficult times of leav:ng a re rearsal and
thinking 1 didn’t gel: that', ¥'d go uome, work on it and fr .nade 1 feel better,




- Were you able to be yourself?
Yes, it was a free place.

 INTERVIEW WITH ACTOR L

What dxcl you enjoy?
1 enjoyed the Interacdon and leammg from other actors, the group dynamic,
- learning to grow and see what I can do, gaining confidence. :
Were your expectations of the production met?
No, I gat disheartened in the middle of the production, it wasn’t what I expeci:ed'
it to be, Ididn't think so much sex was going to be inw:lved in the ideaof the
witches, ' : S
Were your expectations regarding the character achmved"
To a certain extent, I feel I could've gone a lot further, we opted for the easier
vptor of playing on the sexuality and didn’t push it onte another level,
What di¢l you learn? :
A deepened respect for Shakespeare, that P've got to be.a lat tougher to stay In
this industry, I'm too soft, you have to be a team player buf then you' re also out -
there for yourself,
Describe your rélationship with yuur parents. -
Pretty good, sgmelimes I don't understand my mother, she's literally a slave to
- my father, my father’s very domineering and demanding, but we geton,
Did you enjoy yout charactex?
Yes it was great, you could do what you wanted with it, we were Imore :deals of
evil and power so you could go averboard.
Describe your relationship with David,
1 felt hie had this whole design in his mind and thete was no room to play.
~ Describe your relationship with Nicole.
You're understanding to a peint, you're intultive about how a person 5 feehng,
felt Tcould be open and just play around. :
Do you find it easy to access emotion?
I I'm in the right kind of situation and the right peOple
(which emotions are easier to access?) Anger, frustration, being sneaky
(whick emotions are difficult to access?) Belng soft.., because we expenence
anget and frustration more often so they're easier to get to than compassion,

- love, ek,

Did you expexience aggression tuWards fellow cast members?
Twouldn'tsay aggression, maybe jealousy towaids (actor S), 1 felt David was =
~ focusing more on her performance and I felt like a bit of an idjot,
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- Dul you expenence aggression towards the directors?

Yes, to all 3 at some point, but it also had to do with stress and bemg tired; I'd go
away upset sometimes, I felt like what am I doing here, but in the end I ﬁgured I
must just put on my best performance, :

" What are you thankful for?

For the opportunity, I've learnt so much about penple and relationships with
people in a working situation. : _
Did you experience any insecurities regdrdmg your c"laracter?

- Yes, I didn’t know who she was in the beginning, I felt like a see-saw. ~but it was

up to me tofigure it out, and Tdid. .

Did you experience any insecurities rega:l:dmg the djrec'rors?

I had worked with David before but I didn’t really know you so 1 was a bit
insecure, you're very spontaneous and honest and itcan be a bitdaunting.

. Did you experience guilt at any stage?
" Yes when I missed 2 rehearsals, when | came back I just wanhed to work harder.

What inspired you?-

| . Working with (ar:tor S} and (ac tor B), they’re both very giving and work very

hard.

* Were you able to be spontaneous?
* In the beginning ves, butas we went along I became a little desponcient, 501

decided to sit back and let everyone else,

. - Was sufficient space allowed for play and creativity? R
* No, the whole play had been mapped out long before we came into the rehearsal

space, there was room to play within that plan but not to ciit I.hruugh the plan
and try something ne v.

Was sufficient space allowed for trial and error? :
Yes, within the set plan there was room for trial and error to cha.ngn thmgs

- Did ye- feel safet .

To a certain extent, we were very safe in our biochg maore  that in the Tar nguage,
but in the end the language became more of ar. 155ue <o it was fn.e

Did you experience a group bend? _ .
Yes, and usually you find clicks, there wasn t:myth ag like lhat, and thr-‘ idea of '

“energy every night,..one evening we all felt great and the next bad...that

heightened the group bond definitely...I knew there was a sense of apathy from
some cast members who had the major roles, more of a general enthusiasm from
them would have given us 4 greater enthuisiasm.

How ittuch freedom do you generally require and did you get it here?

1 like about70% freedom to begin and then size it down, Texperienced ¢ about' 50% :

freedom and the rest was ~this is what you're gmng to do.
What were you afraid of?

- ThatIcouldn'tlive up to your and David's expectahons and that my
performance wasn ‘t up to standatd.




What personal blocks did you bring into the rehearsal space?

The idea of being very physical with someone and having confidence, . usually 1

© feel I'm not worthy,..whatif I'nt the worst one there? :
“Which patts of your character could you identify with in yourself?

 "m moody, when I get power I enjoy it to the fullest and sor. :times Tam

unforgiving and I can be a real bitch and not feel a thmg :

_ Did you evet experience depression?

Yes at one point I thought the play wasn’t working a week before wewenton, I

felt evervthing I was doing was stupld and didn’t make sense, I suppose I wasn't -

" rooted or believing. : '

Were you able to be yourself? :

Yes, I'm generally aquiet person and stick to myself and that doesn’t change in

the rehearsal space, s0 it was fine, .

INTERVIEW WITI-I ACTOR T

What dxd you enjoy?

I surprised myself how ldealt with the lsmguage, I thmk its because of p..wous
“work, and being afforded the status of senior actor, _

Were yout expectations of the production met? .
It wasn't structured like an acting course which was a problen, I thought we

. would be doing a hell of a Iot of text work and that wasn't met, I had a vague

_picture of what it would look like but it was very unfocused.
Were the expectations regarding your character achieved?

 Ididn’treally have a visual idea of the character which was weird, Tusually like -
" to-geta physical look and enjoy playing characters rather than persmahtxes and

this was more personalities, what helped was understandmg Banquo in relalmn
. to'Macbeth, :

~ Were your expectations of the directing met?
No in the sense thal I was ekpecting text work and focus on the language, the
visual qualities and style should have been superfluous.
 ‘What did you learn?
A sense of relaxation in performance .playing moment for moment and. cletailed
text work. :
- Describe your relationship with your parents. '

- Not very goad, I had patches with them in the last two years, I lost all respect for

them and thought they were the cause of all my faihngs. =

Did you enjoy your character? :
Tts difficult ko say because I played it like it was a job,..when we started running
Tonly realised how small the part was, its not a character that holds great
' memones for me, I didn’t feel T was domg anvthmg spacxal '
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Describe your :elatmnshJ.p with David" '
As a person I like him, he's a nice guy, but he couldn’t communicate his ideas,
lot of the problem was that the rehearsal process wasn’t structured a lot of
abstract metaphoric terms were used.
Descrihe your relationship with Nicole? :
I got the sense that you weren't enjoying it either, there was an unspoken sense
of txrying not to sfep on the other person’s toes, you start to feel sidelined hecause
you don‘t know how to give input or where to place it, trying to avold
confrontation.
Do you find it easy to access emotion?
I'm not sure (which emotions are easily accessible for you?} ,..ariger, I think I
- generally repress my emotions, a lot of times you're doing something that seems -
angry and you are angry but its so far removed frem noymal life that it's not you
- being angty...{which emotions are more difficult to access?)...fecling in a

' vulnerable position, I've never been able to cry on stage, but people buy it.
somehow but it dousn’t feel true, you're accessing the exact emotion you do in
normal life but its in a different situation so it makes it different.
Did you experience aggression towards fellow cast members?
At certain points, the first two weeks there were a lot of disagreements, then you
and David spoke to me and I understood the negative aspect of criticism, it
doesr(t help, I saw a lot of bitching going on and making comments in the
rehearsal room when a scene’s going on, its disrespectful, I usually t-ry to restram
myself and not come over self-righteous.
Did you ever experience aggression towards the dixectors?
There was a lot of unspoken anxiety between all of us and trying to pander to
each other so we wouldn't come into conflict because working in a conflicting
situation gets one nowhere...which I messed up in the beginning vy doing that... _
I disagreed with the process, I didn't feel it was facilitating a learning
environment, the abstract metaphorical language instead of using technical
terms, you lost respect...it can be as complicated as it needs to be as long as
people understand. : :
What are you thankful for? :
Tronically for doing the production, I don’t think it was very good and it falled to
teach people much, but my personal Tesponses have been good and it was a real
boost. .
. Did you experience any; msecunhes regarding your character? .

- Moments in the beginning when we had chosen things that didn't feel right.

~ {who was responsible?) ] think the choice of the witches, there were

inconsistencies I couldn’t put my finger on, If I'was directing [ wouldn’ tknow '
how to do it better, but I think it was the way the witches were being played.
Did you experience any insecuritios regarding fellow cast members?

A lot of imes I got insecure about people thinking of me as Mr-know-it-all, I
thought (actor C) thought I'was being self-righteous, I didn’t want to appear
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- superior or god-give, hut I wast't intimidated by anyone so it was easier ro sort -
© it out. Itvvas also difficuit seeing work T didn’t think was very good trying to be

supportive but also ietting them krow it wasn't good.

~ Did you experience insecurities regarding the directoxs?

Yes in relatiott to certain choices made in Act 1, scene 3.,.we were talkmg
different things, it got to a point where I actually couldn’t take responsibility for -
the way the scene was going, and had to say, ‘look, that's that’ and only take
responsibility for as much as I wa= doing on stage iri the context I'd been
given...you lose control, it was healthier for me to take a backseat and just do the
work in rehearsal and go home and not think about it...and David was
constantly asking “how are you feeling?”, “what are yud thinking?” so there was
an insecurity seemingly coming from him. : :

Did you experience guailt at any stage?

I felt responsible because of my negative attltude that I was bringing other
people down with me, but I know I was very constractive in my criticism of
what others were doing, it was never dishonest...] alienated myself from the cast
because I did: *" want the respons:bihty of hawng to give crmcxsm.

What inspired you? :

- Inspired is a big word, but what excited me was when (actor Q) came in, how she
used the language, otherwise it was a difficult process to be inspired by.

Were you able to be sponitancous?

- Yes in the beginning, the more you try and make a scene work the stickier it
becomes; the léss you can be spontaneous, and difficult to be spontaneous with
certain actors who were overly concerned thh what they were doing and a lot of
it was very unnatural.

Was sufficient space allowed for play and creativity?
No, there was too solid a guideline about how the d:rectors wanted the

. production to look so you couldn’t explore. '

Was sufficient space allowed for trial and erroy?

Tt felt all trial and error because it wasn't structured as an acting course, it wasn't
collaborative as much as it should have been, till the last night it was tr:ai and
mostly error,

Did ydu feel safe?
No, it was quite exposing, to the pomt where one had to take a baclsseat and

“relinquish responsibility as to what you were doing, I didn't feel safe with some
of the directorial choices, I didn’t trust that the production could be pulled off. -

. DPid you experience a group band?

" No, I don't think people trusted the waork being done or the choices being made,

if you really trust and respect the actors you're wor: .ng with then the dynamics -

- ¢lick in but pecple were at different puerformance levels so it was difficult to trust

anyone : o
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. How much freedom do you generally require and did you get it here?
~ T think you have to work within a boundary, there must be rules, I personally
like to play around and see what happens, but you dor't become aware of the
freedom if the work is collective and colla.borahve

i “What were you afraid of?

That T was making a fool of myself, that the WDrk wasn't meehng the standard of . .
work I was hoping to keep up, you want to be known as a versatile actor, so that
“‘was the fear, what people were going to say about what I was doing. .
. What persenal blocks did you bring into the process?
" I'm a bif-of a cont: ol freak, I gel myself wound uparound things I shouldn t and .

k. respond emotionally insteact of rationally, but as I say, Idon't think it would be

- there if I was trusting then theras no controlling factor, but there's always a .

 controlf¢ ing factor sumewhere, I usnally feel responsible for what the other actors L

. are doing, itis a martyr kind of thing, it doesn’t anger me I'm sure 1t annoys
. other peaple but 1 like it because it works...sometimes,

" Which pasts of your chatacter conld you identify in yourself? -

A level of matutity, integrity, a controller, an awareness of wha'c was gomg on, I
don't generally. feel stupid. - s

Did you experience depression at any point? : o
- No, more anger and frustration, Irespond very well under tensmn and anger, :
mnore than anger and depression. :

Were you able to be yourself?

No, but then I'm not entirely siire what myself is,

INTERVIEW WITH ACTOR U:

(T his. interview Wasz'.abbreviated' due to unforséen'_circumstancés)

_ Descnbe you:r telahonshlp with David

He's a kind of person who I felt very close to, it developed durmg the rehearsal
process, it helped make me more comfortable during rehearsals, less afraid

~ because I‘m very afraid of making mistakes, making wrong choices and that
inhibits me a lot in terms of exploring the character and being creative, but if I
have a director with whom I dor’t have any fears in terms of what Icando

- wrong than I can loosen up a bit..

‘Describe your relationship with Nicole? ' N
T battied a bit to get close ko you, you came ouf very farmal and I always saw you
‘as a director, who really wants to be seeri as the director and she's here for

- business, so you ate not a person I could loosen up easily with. When I wason - !

stage, the slightest move from you would disturb me.
Do yon find it easy to access emotion? ' '
" Any emotion comes easy but if it has to be externalised than it's a problem.
. feel the emotion rooted within myself but when I iry to exl:ernalise it becomes
overclone, the feelmg goes altogether. :
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" bid ybu expericnce: aggression tnwards fellow cast meinbers?

Not really, there was sense of uncomfort, as much as I wanted to be involved in
the proc+*~tion, had I known it was going to be white-dominated I don’t think I
would h. . ¢ auditioned, I don't fee comfortable in mixed sasts; Ialways sawa

- blark persor in a Macbeth cast, so I always felt misplaced. {who do you feel was :
- responsible?)...in the beginning I feit it from other white actors in a patronising
way, but later I settled down, intheend dldl‘l t see whxte or black cast members

‘anymore.
. Did you experience aggression towards the dlrectors?

Yes, but not in a serious way...Fmi a soft person and I get hurt but I blame myself

. because directors take people serjously who push and people who den’t push
. are just sort of ighored all together, dlsregarded L S
- What are you thankful for? '
- For being cast and for all the effort everyare tried o put in to make the
* production a success. Also in exploring my character I feel Iwas given the most
attention in this production, usually attention is only given to the leads and -
- overyone else has to fit themselves in...it's « horrible experience.

Did you experience any insecurities ~:garding your character?

- Yes, L had this paranoia about my physique that it didn’t fit my vision ahout how

Duncan would look, [ always felt my haracier was out of place bui it was

- insecurity, I would listen to everyone else, unforl-unately 1 couldn t hsh’n to

L

myself,

" Did you feel any nmemnhes regardmg fellow cast members?

Before we moved inio the theaire people were quiet and by themselves, so I

~ didn't really feel a sense of togetherness ; but once we moved into the theatre and
~ shared a dressing room I started feeling closer to everyone, s0 my insecurities -

improved.

* Did you experience any msecunhes regarding the directars?

At times when the directors would look panicky I would feel insecure, but I
think we got to a point when the directors were panicky they would talk to us-
and there was a lot of feedback.

Did you experience guilt at any stage?

Yes, I always had this kind of vague feeling that I had betrayed the directors, yos .

know when a director knows you and they cast you, they have certain
expectations of you and when those expectations don’t work out they feel

. betrayed by whatever perception they had of you, -

- What inspired you?
* The kind of direction we had, T haven’t experienced being in a pruductmn where

we had supporting literature, normally literature and reheaysals are separate
things but this time we had both, I really found it inspiring and shmulatmg

' Dld you find it easv to be spontaneous?
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No, by na!:ure it sornel:hmg dxfﬁcult for me o do, that's why Thate

* improvisation. I feel very vulrierable and, exposed, whenIdo somethmg Iwant it
o be done from a safe point. :

. Was sufficient space allowed for play and creatwlty"
" Yes, it doesn’t mean we used it effectively but it was éncouraged, even games

. and exercises we did encouraged it, I do think enough of it was done, there were

. times we were allowed to loosen up and do whatever we wanted to doand

sometimes it looked like we were just fooling amundr, k \byes, creatunty is about
- fooling ~round, .
. Was sufficient space allowed for trial and exror? ' '
A lot, generally, but myself; already I'wasn't free for trial and error, T felt very
. comfortable being told what to do...s0 generally there was 5pace ‘for tnal and
"error but it doesn’t mean I used it. - :
Did you feel safe? ' :
Yes int many respects, but we conld have crea&ed more teath spmt, team spitit i is
goal orientated with. everyone knowing thejr role, its not sameth.lng that comes
‘naturally. : : : o
‘Did you experience a group bond?
Yes, in a general sense, but not enough,

: INTERVIEW WITH ACTOR B

Descnbe your relailons]:llp with ymu parents. o _
I've had a lot of difficulty with my mom over the years...she doesn't know where
I'm coning from at all, my dad’s great and very supportwe :
Did you enjoy your character? - ' o
I loved the character because of her over the top mad thmgs. warid 1t was

" untraditional and fun, not angsty which is what¥ needed L
" Describe your relationship with David. ' ' _.

I felt he was sometimes praising (actor S) over us and thal: was chfflcult. o
‘Sometimes I felt that he was pushing too much, but its probably a personal
problen: that I have because I do need a lot of encoumgmg :
Describe yonr relationship with Nicole. - . - _

It was nice to work wi*'. you and establish a relahonship. you were very
supportive and encouraging and you mamtamed a calmness.
Do you find it easy to aceess emotion? ' .
No, I have quite a block against it because I've had the tranma (the car accident) B
- and I've seriously blocked it off, sutconsciously I've blocked off a lot of motlon
in terms of the accident and boyfrit.: 1s...no emotions really come easy, 1liked .
the fact that you didn't have to deal with emotion in this character, I could act
very confident or debauched, it v.as so over the top it wasti't real for me.
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: ._ Did you experience any aggression towards fellow caé!: membérs?
- With {actor 5), sometimes she’d go over the top, and it wasn’t easy to push

myself so where did it Jeave us? She’s great but she knew she had more -
expetience than us and that boosted her confidence even mure.

Did you experience arty aggression to the directors?

To David when (actor L) started crying and at Momque, she was the opposxte of

" encouraging,

What are you thankful for? . '
The opportunity, I didn’t think I'd be cast, it was cool fo be given the c¢hance at

the end of my degree [loved being able to perform, to meet people and make

hew friends.
Did you experience any msecmities vegarding yom‘ charach i?

_ Allot, the characters I played before were mostly nerds,..and to mamlmn a status
- 10 when I myself am not coufident... it was hectic.,.not just having to perform
‘but turning my own insecurities...to Ic - them all...it was difficult. .

Did you experience any insecurities regarding fellow cast members?

Yes, doing runs with everyonie watching, I felt like such a toss I wanted o die, I
felt like I was being judged but I might not have been, it affeched me performan:e. .
because I would underplay it, but I got used to it. :

- Did you experience any insecurities regarding the rhrectars?‘

The fact that I was cast ...and they had confidence in me afier one audlhon, I
kept thinking maybe that was just a good day and I'm not worthy... initially I .
wished they had cast someone else, because I'm not going to be able to do this or
fulfil the expectations they’ve got. Iwas able to overcome it with the

- encouragement of the directors and {their} not stressing me out,

Did you experience guilt af any stage?
At one stage a few weeks before performance and people were feelmg very '

* unsure about how it would turn out and I thought it was going to bad, after a
© while I felt guiilty at having thought that, it pushed me on to make it better. -
" What inspired yza? _
~ The characters were so cool to play.
'Were you able to be spontaneous?

Not atall...my {ack of conficlence... thuught rd do sometl‘ung and look stupm, I
was scayed of just going fur it, but at times I did and it was good I think

* ‘generally I'm not very good at being spontaneous.

Was sufficient space allowed for play and creativity? :
Yes more than enough, it was nice not being told what to do, it was nice to be

Was sufficient space allowed for trial and error? .
‘Yes...maybe not so much foward the end because we were running out of time,

* . but genierally we'd try something and if it didn’t work it didn't work, it was

great.




16

- Did you feel safe? ' o
By some, I felt like (actor S was David 5 star and we were pulh.ng it dr‘wn a blt, I
felt very safe with (actor L) we were very encouragmg with each other

' Did you experience a gioup bond?

Yes, at the beginning there wasn’t much at all, but Imade great connect;(ons thh :

people, as a whole I think people got on well,..maybe mc-g things like going~

- onho the roof to watch the eclipse would have created 2 greater group bond, =
How much freedom do you generally require and did you experience it here? -
Ineed a balance, I think it worked, you gave us the choices, the basic blocking
but within that we were allowed to play and I think thai: was perfect. S
What were you afraid of? ' ' _
'Not meeting your expectations and my own expet.tatlons, not bemg able to de 1t :
at the end of the day, that I'd look like a toss. -
“What personal blacks did you bring into the rehearsal space?

- Confidence, a block againstjust going for it and not caring what anyone thinks,

*_or just try and play, it made me angry at myself...I'wanted to, and can imagine - -

_how it cotild fook but when 1t comes to doing it just don't.. 1|. ma.kes me very
angry at myself, : .
Which pazts of your character could you identify witll in yonrsel.ﬂ' S
Ithink everyone wants ta be superconfident and debauched, dmgs, going .
overboard.’ _ L

- .Did you expetlense depression atany point?

. No, it was an escape, Itould justlet ioose, have fun, meet peuple

" Were you able fo be yourself” :

No, because my character Was 50 oppuslbe to myself

- INTERVIEW WITH A_CTOR‘ C:

. What d.id you en;oy? : " o

_ Being able to learn what it was like to commumcate Wlth other people and Ialso S
enjoyed learning how acting requires direct interaction with other people and
when that happened you felt that people wer= working for the better of the play

or scene, it was grafitying. .
‘Were your expectations for the pmduchon met? : _
No, I'think the ideal for the production, the way it was proposed to us was gvery
difficult and challengmg, there were a lot of constraints, it was just unable to be

o fully realised... realising that people needed a lot more work on things that

_ anticipated, it was also a question of the circumstances surrounding it. My -

expectations continually fluctuated, not knowing if what I was doing was whatI =

- wanted to be doing so the pamc and exhlllralion of not achievmg and actueving
~ never worked towards anend, -
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Were your expectahons regardmg your character achieved?

~ Yes, to a certain degree becanse the text was so difficult it required a hell of alot1

felt for the first time in my fife I was only starting to uriderstand whatitis I

‘should be doing on stage...at the end of the day Ifelt I was just trying to -
communicate and if T achieved that I felt good...but I know things like full
character development, full understanding of what this person does and how he

* operates in this world, researching that and really challenging myself to live

- another life wasn't achieved. .2 lot of time I felt it was (actor's name) playlng and
not atways fusing with the character of Macbeth.,

* Wete your expectations of the directing met?

No. It wasn't as if we had ali the time in the world for the actors to come o

' together and fully understand what they wanted to achieve and how. There ;nst _

" wast "t enough time ot expertise or experience in myself and the other

actors.;.peopwe not feeling confident with what they were doing and not being
able to effectively communicate that with the other actors ot the dmectur )
What did yoa learn?

' That what Lam doing oul there is a }ob and requires technlque and hard - s
work.,.acting is about interaction betweer people and how you can foed ottixx

- people and serve a scene rather than yourself...T know that acting ist"t.my -

passion, and in order to be an actor it requires that passion...you can kave the .
~ skill, dedication and mchmque but you need ta'want to do it every night...I

realised I'd been shozesighted about what it took...if you don’ twant it don’ tput _ o

- yourself under pressure, rather glve it to someone wha does

Describe your relationship with your parents - '

*. Very supetficial, small swatches of common interest and. otherw:se we Iead
pretiy separate lives which is fine, : -

Did you enjoy your character?

“Yes and no. Moments that I felt] understood what Iwanted to a.chiev:a W’lth ﬂus R

. character were wonderful, fhere were moments that was not happening and it
was.a struggle against what this character needed to achieve on stage for me. .
Describe your yelationship with David, - -

It was difficult; I found he became very anxious in the rehearsal space to make
his point clear and it became difficult, often it clouded clear communication with

-~ us, Ldidn't know if he was rving to effectively communic ate or frying to be :

. polite, but there wers other times when tho encouragement was fantastic and
was clear and succincet. :

. Describe your relationship with Nicole.

- -When we reached packets of difficulty you would come in and the wark waslot -

~more physical, at times though tliere was a conflict of :nherpretahon and- ways. of S

-getting there,

- Do you find it easy to access emohon’

. No, privately it's fine but on stage it can he very dlfﬁcult. Aﬁger, extreme
emotions are easier because they can be masqneraded asa bxt of madness but
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~-when it requlres a more subtle real emohon it takes & long hme to have the

maturity of the emotion come through.

Did you experience any aggression towards any fellow cast members? _

~ Not really, sometimes a bit of irritation andd frustration when cast members were _

~ either blocking certdin scenes or blocking the process by trying to hurta fellow
" “actor. 1think the pessimism of actors became destructive , sometimes we would

- falk behind the scenes about a scene that wasn’t working and work out ways to
* do it better, but when pessimism is destructive and undercul:hng, which, ifyou -

- feel confiderit as an actor might not effect you but i you go through anxiety or -
doubt all those things rush back and can really pull the carpet out af yonr feet.
Did you experience aggression towards the directors?

- Yes sometimes feeling that this is not necessarily my isterpretation of the scere'
and sometimes complete miscommunication which caime as.an insensitivity to
what Twas irying to say and of course, if Iwasn t being clear it just added fuel te

. the fire.. : . : .

- What are you thankful for? L
~ I'know some good work was done ot si:age, T chid make an mberpretahon of thls
character and I did do it and Irealised a lot about what 2.ting requires,

Did you experience any insecurities regarding your character? - .

~ Yes, alot, especially in the beginning, physicality and trying to have authority

over everyone else ... Macbeth as a character had to be respected by everyone in

- the cast, it required a sense of arrogance which made me uncomfurtable and feel

stiff, in addition to coping with the language.
Did you esperience any insecurities regarding fe]low cast members?

‘Sometirges when I felt certain things were misplaced but generally the cast Were '

very supportwe ' :
Did you experience any msecunhes regarding the directors?

At times, I think it was just a symptom of being diplomatic or having hn:iden
agendas and it was dangerous, it gave a sense that the directers did not really
respect the experience-or mtelhgenr'e that1 have as an actor, even if it wasn I:

- much experience.

- Did you experience guilt at any sl:age _

. Sure when I doubted or attntked certain tactics or attacked the directors . Inever o

felt aggression at the guilt so {t was refreshing, part of the process.
What inspired you? =
When something came right like the pth:cahty exercise at tite begmmng, when

. -we were doing real work... it gave me a greaber respect about what itis to act.

Were you able to be spontaneous?.

- Neo, I think mainly because of the character I was playing, it was chfﬁcult to be
spontaneous. There were times I was spontaneous once I got sense of physxcahty
“but I could not force 1t oui; with more expertenca 1 think I'll learn hnw to be

' spontaneuus -
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Was sufficient Spa.ce allowed for play and creativity?

It was difficult, the directors definitely wanted play and everyone wanted play,
“but it was a confused message. I don t think people really understood how they-
wanted to play or why. :

. Was suffident space allovved for tml and error? .

- To a degree, trial and evror takes time and time was a limiﬁng factor. Felt
frustrated at times that we couldn’t stop and go back, we had to pull the
baggage along with us or cut and leave it. It was difficult: :

Did you feel safe?

" Not always buf that wasn't a bad E'mng Tdidn't féel conﬁdent with what I'was

doing and wasn ¢ confident that the directors were confident in me at times, .. it

“was very worry‘mg, would Thave the persanal stamina and d].SClph ne to go o o

there and not give up?
* Did you experience a group bond? -
I was in the fortunate position of having the support of all...for my su:le there
was always a gronp bond. . just at imes it was forgolten,.. T don't think I had a
-personal problem with anybedy which was great.
- How much freedom do you generally require and did you experience it hen*?
* . Alot, I think a lot of freedom worked for me but when we weren't listening to
- each other and in emotions were being instilled it rest:ncbed freedom. -
- What were you afraid of? - '
' Afraid of not getting there...knowing what I wanted bo achieve bnt knowmg 1
- wasn't doing it.
‘What personal blocks did you bring into the rehearsal process?

© A sense of emotional blocking was always at the back of my mind...when I put
_up a defense block Ican become apathetic in my attitude to what I can achieve,
“which can be very destructive. 1felt angry towards the directors, towards the.

production, towards myself at imes, but Ldon’t feel it was abad thing, itwasa -
necessary process.

" 'Which parts of your character conld you ldentlfy wlth in yourself? :
 The interpretation between doubt and going for it, he is a very lonely person at
times, very isolated which I identified with.

Did you experience depression ak any stage?

- No I'was tired and worried but not depressed.

Were you able to be yourself?

- Yes, more and more, and being myself was part of I:uemg doubtful and being a
but stuck. Attimes it was difficult when people were being dxplomatic, it was

ﬁ'ustratmg and I was not really being myself. .
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B _INTERVIEW WITH ACTOR D:

S Whatdldyouenioy? o ' .
- 'Delving into Shakespeare, the language, ﬁndmg the character
~ Were your expectations regarding the production tet? .
- No, ‘1dor't feel it was realised, it was very ambitious, I was a bit disappointed
~ but when you are in'a production you have to make the best of it.
~ Were you expectations regarding the directing met?
. Idid act know what to expect, a lot of people had problems, I don t know how it
+ could have been handled but something should have been done right l'-rom the
. beginning, Lnever lost faith in the pmducﬂom :
- What did you learn? -
. Even if things aren’t going to plan itis 1mportantto gwe it your besi
Describe your relationship with your parents
A good relationship, I am closer to my mom but also to m}' clad
Did you enjuy your character? o
Yes it was nice to play someone who sees the world in as r:lear definitions and
divisions as I do, as I don’t see things in greys at all, everything is black/white,
© yes/no, Liis/that...and operates the same way on a more drastic level,
betray/stay loyal, kill/don’t kill... It was nice to play that aspect of myself and -
someone whi could act in ways I can’t in real life. _
. Describe your relationship with David
. We just didnt get along, it u’npeded the rehearsal process for me because of thls
. impasse between us.
'Describe your relationship with Nicole o
. Alot of times you and David were going in exactly the same clirechon but I :
agreed with the way you were going and not the way he was going, you made
 things easier and more accessible,..it was ditficult...but even if I was frustrated 1
- .could still see where it was going,.
Do you find it easy to access emotion? - :
Yes {which emotions are easier?} ... the sad ones, | have been sad more often
than happy. {Which emotions are more difficule?),.. Happiness and anger.
. Happiness because I have spent a lot of ime not being happy and 1focus more
internally on times I have been depressed. Anger because I was bulhed and
teased as a kid so itis a nasty emotion for me. : :
Did you experience any aggression to fellow cast members?
~ Yes, (actor ]} tried to make the process as difficult as possible, he didn't want to
be there, disagreed with everything and was unwilling to compromise. People
" had so many problems buino cnnstruclwe criticisin. It was disheartening and
: irntatmg.




..'Whatareyouthankﬁ:lfor? S
For the process, for working with you and David and the cast... it wasn't
pleasurable but Ilearnt a lot. : ;

- Did you experience any insecarities regardmg yoiir Lharacter?

Yes, ] am an insecure guy, throughout the play I felt I didn’t know what Twas
~doing there, that I was going to let down the show, but that's kind of normal for -
~ me. Igotdepressed, would work the character till it would solve itself but a Jot
-of these feelings are irrational, not being good enough which is iothing I can'
~ really do anythmg about, it's just there.

- Did you experienice any insecuritios regarding fellow cast membet?

- Never towards the casl, it was personal stuff ] always feel about myself,
. Did you experience any insecurities vegarding the director? x
Because 1 didn‘t feel I was getting along with David I didn't feel I3 was glving him .

what he wanted and that fed the whole thmg
Did you experience guilt at any stage?
I felt bad because there were times I was slagging off the produchon and feeiing

* very negative and not being very constructive and it never occurred to me how it

was affecting you or David and when I realised I feit really bad, ButwhenIwas .
-feeling guilty at the same time ILdid not feel I was wrong to express these thmgs. '
What ingpired you? L

My love of acting and cerfain cast members made I:hmgs easier,”

Were you able to be spontaneous?

It wasn't easy, mainly because of the role, Ross decismns are all vel y Llear, very :
- cemented and clear cut,

- Was sufficient space a]IoWed for play and cteahvuy?

N, a couple of fun runs, although we were told to keep playing it wasn teasy, it
felt very forced. Idon’t know if anything else could have been done it was hard
because it was Shakespeare aswell. o : -
Was sufficient space allowed for trial and error

Yes, I never felt under any pressure to do it nght the first time.

- Did you feel safe?

- Yes and no. I generally don't feel sifein most s:tual'lons and in order to feel safe :
there needs to bea hell of a lot of nurturing, I don't feel i's any fauit of the .
production, with a cast that big and the problems we had whatI would have

- needed to feel safe was not possib'e. The main thing that didn't make me feel

'safe was a lack of cast dynamic...a cast to me is like a family and in this
production we didn’t go through anything together, there wasn't a faxm.ly
feelin 3
: Whatiersonal blocks did you bring into the rehearsal space? '

- My insecurities, it holds me back, makes it difficult for nte fo talk aboutina-

constructive way. IfI was more self assured 1 pmbably could have dealt with it
ina bet!:er way.




. What were you afraid of?

. That.quuldn’_tbéany good. S
' Did you expetience depression at any stage? Sl
_ During Act4 and 5, Iwas depressed with where it was going, until then | S

- thought {t could be really good but then I got rea]l_y'disillusiOned. Tgaveupfoan . - |

- extent, I felt there wasn't much cowld do and the problems Lhad spoken to
. “David about weren't being heard.(Who was responsible?)...me and the process,
~ lack of cast dynamic and all that stuff... e
Were you able to be yourself? o o S
" Yes, I am loud and obnoxious anid make as big an idiot of myself as Lcan, it was
easy to do that in the environment. S S .
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