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Chapter 1: The Edge of Peace 

Coming off of a very full and hectic second year in graduate school, a meeting 

was set up in which four of my classmates and I were introduced to Linda Hartzell, the 

Seattle based director for The Edge of Peace, a co-production with the University of 

Texas and Seattle Children’s Theater. In The Edge of Peace I was cast as fun and loving 

Alma, one of the many women in the town whose loved one has been sent overseas.  

Since our time with this production was fast and furious, Mrs. Hartzell asked the 

actors to have a deep familiarity with the story of the play and to have our research done 

before we began rehearsals. There was little, if any, interest in the actors being off book 

by the first day of rehearsal, which gave all of us ample amount of preparation time. All 

of my research stemmed from one book, three movies, one documentary and a countless 

number of photos taken during World War II. The documentary “The War” was my main 

source of research, and that is where I began. 

Research 

 The Edge of Peace was scheduled to begin rehearsals on January 4th and open on 

February 1st with a preview on January 31st. Realistically we had three and a half weeks 

to get eleven actors and countless crew: lighting, design, costume, dressers, sound design 

etc. all on the same page to help bring the small town of Ware, Illinois to life. Since the 

pressure of being off book was lifted, my focus the month before rehearsals began was to 

soak up as much information as I could about World War II and the early to mid 1940’s. 

 I began with Ken Burns' documentary “The War,” which chronicles battles (won 

and lost), the many casualties, and the social and economic state before and during World 
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War II. The documentary includes donated stills of the war, short 8mm films shot on the 

battlegrounds and in camps, current interviews with survivors and interviews with those 

affected by the war but not necessarily in the war: wives, family members, etc. Burns also 

focused on four small towns and in great depth gave the viewer tremendous insight into 

what life was like from 1940 through 1945. I made sure to note anything from the film 

that felt useful or important to me (quotes, images, the letters read aloud from soldiers 

who never made it home) to help enliven my point of view and give a sound foundation 

to the reality of the world I would inhabit. Some of the points of information I noted 

were: 

• On	  record	  there	  were	  a	  reported	  60	  million	  casualties	  (on	  both	  sides)	  

but	  the	  real	  number	  will	  never	  be	  known	  

• There	  were	  few	  televisions	  around	  during	  the	  war	  but	  there	  were	  

plenty	  of	  radios,	  all	  of	  which	  were	  tuned	  in	  to	  the	  national	  news	  that	  

was	  broadcast	  three	  times	  a	  day.	  

• Life	  magazine	  published	  the	  first	  public	  photos	  of	  three	  Americans	  

lying	  dead	  at	  Buna	  Beach,	  overseas	  in	  1943.	  

• Maps	  of	  the	  world	  became	  a	  priority	  during	  World	  War	  II.	  It	  was	  a	  

safe,	  secure	  and	  imperative	  way	  of	  tracking	  loved	  ones	  who	  were	  in	  

the	  war.	  

• “The	  war	  brought	  out	  the	  best	  and	  worst	  sides	  of	  humanity,	  it	  blurred	  

the	  line	  between	  the	  two	  making	  them	  indistinguishable”-‐Ken	  Burns.	  
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That quote resonated with me because it gave a simple definition to the state of welfare in 

the town of Ware, Illinois. These are individuals struggling to remain just and moral 

while being thrust into a national state of anxiety and panic. 

 Another piece of information I took from the film concerned newsreels about the 

war that were often shown in movie theaters before the feature film. I questioned if 

anyone from small towns fully grasped the war and thus found out, on some level, they 

did. ‘Fifty million Americans watched newsreels every week in one of 14,000 theaters' 

(pbs.org). ‘These newsreels included dramatic footage of combat, uplifting stories about 

the war effort, and segments featuring politicians and generals explaining the latest 

development and strategies' (pbs.org). Fresh reports from the war were broadcast in every 

medium: television, newspapers, radio and film. Every household had a firm stake in the 

war and these mediums kept everyone abreast of what was happening on the war front, 

kept Americans informed of the progress going on overseas and the impact the war was 

having in communities. The newsreels also amplified the need for severe rationing to 

help the war effort.  

 Most food and goods being sent overseas for the soldiers, had to be rationed in the 

states because the Nazis were sinking ships that transported those goods. Thus the 

government encouraged its citizens to do without some of the consumer items they were 

used to such as: sugar, bananas, cheese, tea, chocolate, whiskey, meats, coffee, butter, 

spices, chewing gum, flour, fuel, tires, rubber, oil, cloth, tin foil, bobby pins, cigarettes, 

matches, metal, sheets, pillowcases, linens and nylons. Most of these products were 
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needed for the war effort and not available to the general populace. Life took a new turn 

for most everyone left at home. 

 The ideology ‘Do It Yourself’ was born. Women began to re-vamp old clothes 

instead of buying new ones. They often went without nylons or girdles and instead drew a 

single line down the backs of their legs to imitate a ‘nylon’ seam. Children began going 

on  'rounds' (a door to door collecting of scrap metal) instead of playing. Women were 

leaving the household to work full time in an assembly factory. The entire nation was on 

a ‘war diet’. It was around this time that stable businesses began to shut down because of 

little product and lack of employees. Poverty crept in again, the fear of the Depression 

was back and closer than ever, tensions were steadily rising and then “The Whole World 

Erupted”. 

 There was not only a war overseas but also a new stage of a race war at home. 

Tensions boiled as African American and Mexican American men were asked to join the 

legions of men fighting overseas and to contribute in the factories. Because the need for 

labor in the factory was strong, this unheard of idea of everyone, regardless of race, 

working together was not an idea that was supported by most, especially in the South. Of 

the African American and Mexican American men interviewed most found it difficult to 

go overseas and fight for a freedom they didn’t technically have in their own land.  

 Race was not examined in the play but I felt it was a piece of information I 

needed to know. Since race was not a point of conflict within the community of Ware, the 

details of what was going on helped fuel another facet of Alma's worry for Hosiah (her 

husband who is away at the war). This information was helpful again when I thought 
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about being laid off from the factory before June (because when help was no longer 

needed, African Americans were laid off first, then women, then men). I was very 

cautious about focusing on the inherent racism and chose instead to focus on the sexism 

displayed by management at the factory.  

 The ten-hour documentary was by far, my strongest resource. Of course I read the 

script and really tried to key in on objects I didn’t know of or had never seen (e.g. a rivet 

gun, bomber plane, ration coupon). But looking at photos of the time, photos of women 

in their casual dress and photos of women in their factory attire were equally as 

informative. Those photos gave me a sense of the 1940's silhouette and body alignment. I 

naturally slouch when I am sitting and sometimes standing, which is a contemporary 

mannerism Alma would not have. In that era there was a sense of grace and elegance I 

wanted to capture without looking like I was 'playing' at the idea. 

 All of the women who worked in the factories, as Alma did, were subject to a 

one-month trade school. Depending on interests and talents the women were split into 

three groups: secretaries, assembly line workers, and builders. Most, if not all, of my 

information regarding women in factories came from the book Slacks and Calluses: One 

Summer in A Bomber Factory, by Constance Bowman Reid and Clara Marie Allen. The 

book is a first hand account of life in the factories and the way women were treated. It 

marks the beginning of a shift in what a woman's responsibility should and could be. 

Women were liberated from their everyday lives. While Alma was working in the 

factory, that was her time to shine, to belong to something bigger than the smallness of 

Ware. All of this research gave a solid foundation to work from. The early 1940s was a 
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tumultuous period that began the unraveling of safety and security for most Americans. 

The Edge of Peace was a fueled and lighthearted platform for hugely catastrophic events. 

It was necessary for me to have all of that background information in my pocket.  

Rehearsals 

 The day before rehearsal started I wanted to give myself a few guidelines and 

rules to map my process.  

• Come	  in	  with	  a	  strong	  sense	  of	  place,	  community,	  and	  relationships	  

and	  allow	  that	  to	  change	  and	  grow	  (because	  of	  the	  research	  I	  had	  

done,	  most	  of	  that	  was	  already	  taken	  care	  of).	  

• Try	  and	  bring	  a	  full	  heart	  and	  uninhibited	  play	  with	  full	  abandonment	  

(childlike	  sense	  of	  play).	  

• Continue	  to	  push	  myself	  and	  allow.	  

• 	  Don’t	  get	  stuck	  in	  what’s	  comfortable.	  

• Release	  into	  the	  unknown.	  

 

To begin with a strategy was important to me and helped me to be comfortable with all of 

the successes and failures that naturally have to happen in a rehearsal room. I felt these 

guidelines were completely and unconsciously accommodated. The entire atmosphere of 

the rehearsal was filled with love, excitement and curiosity. It was the first time I felt or 

allowed myself to feel that the director wanted me to succeed. In other words, I wasn’t 

victimizing myself in some damaging way. I told myself not to take anything personally, 
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I knew the script was still in a malleable and ever changing place and I did not want to 

take cut or changed lines personally. I am secretly protective of all my lines and when 

they are cut or changed or given away, I feel I am the culprit. When that part of the 

process began to happen, as it always will, I could feel myself reverting back to feeling 

like the wrongdoer. As if, my delivery of the line was the problem, so it needed to be cut 

or given to someone else. Once I fell back on my guidelines I had to embrace the fact that 

all of that dis-ease was not worth anything so I let it go. I really tried to keep open and 

focused and generous. I journaled meticulously throughout The Edge of Peace and took 

note of characteristics of my process as an actor that work and some that did not work.  

• January	  2,	  2013….today	  as	  I	  was	  going	  over	  lines	  I	  began	  practicing	  

saying	  them	  differently	  before	  I	  realized	  I	  was	  destroying	  spontaneity	  

and	  impulse.	  Aren’t	  I	  supposed	  to	  be	  reacting	  to	  and	  affecting	  others?	  

Know	  the	  lines,	  bring	  a	  full	  life	  to	  the	  character	  and	  story	  and	  allow	  

spontaneity	  to	  happen	  in	  rehearsals,	  not	  in	  a	  room	  by	  yourself,	  with	  

no	  one.	  

• January	  3,	  2013….sometimes	  I	  think	  finding	  action,	  objective	  and	  

obstacle	  is	  so	  confining,	  but	  maybe	  I’ll	  go	  through	  the	  script,	  rehearse	  

finding	  those	  things	  and	  then	  leave	  it	  alone.	  I	  just	  don’t	  want	  to	  be	  

confined,	  so	  I	  won’t	  think	  too	  hard	  about	  it.	  

• January	  4,	  2013….I	  met	  the	  actor	  who	  plays	  Tuc	  today,	  he	  is	  a	  deaf	  

actor.	  I	  was	  completely	  caught	  off	  guard	  by	  how	  timid	  and	  nervous	  I	  
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was	  around	  him.	  I	  want	  to	  communicate	  with	  him,	  but	  am	  wary	  of	  

offending	  him	  by	  using	  obtuse	  and	  over	  the	  top	  gesturing.	  I	  felt	  so	  

frozen	  today,	  mostly	  because	  of	  that	  and	  the	  playwright	  being	  in	  the	  

room,	  which	  is	  new	  for	  me	  and	  I'm	  acting	  with	  one	  of	  my	  professors	  

and	  there’s	  a	  kid	  and	  his	  parents	  in	  the	  room	  and	  I	  do	  not	  have	  the	  

cleanest	  mouth	  to	  be	  in	  the	  room	  with	  this	  angelic	  child	  and	  his	  

parents.	  	  

• January	  5,	  2013	  Already	  received	  a	  note	  about	  attitude	  that	  was	  

accompanied	  with	  a	  head	  swivel	  that	  I’ve	  been	  given	  in	  our	  previous	  

meeting.	  I’m	  just	  going	  to	  brush	  it	  off,	  last	  year	  though	  I	  was	  REAL	  

offended….breathe…I’ve	  been	  comparing	  myself	  to	  my	  classmates,	  not	  

ideal.	  I	  need	  to	  stay	  in	  my	  own	  lane,	  work	  my	  way,	  it’s	  fine.	  

Remember:	  don’t	  let	  your	  commitment	  fade	  or	  wander.	  This	  work	  is	  

not	  about	  praise.	  

• January	  6,	  2013…Alright.	  I	  don’t	  want	  to	  get	  stuck!	  I	  need	  to	  keep	  

moving	  forward,	  for	  my	  craft,	  all	  future	  projects	  and	  myself.	  How	  do	  I	  

keep	  moving	  forward?	  Deeper?	  Dimensionality?	  

• January	  8,	  2013…saw	  my	  professors’	  work	  today…really	  inspiring.	  

There’s	  this	  wholeness-‐familiarity?	  Confidence	  and	  comfortableness	  

she’s	  brought	  in	  since	  day	  one.	  It’s	  full	  and	  lovely.	  I	  need	  that.	  It’s	  a	  

solid	  fertile	  ground	  to	  grow	  from.	  Yea!	  
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• January	  11,	  2013…okay	  I	  need	  to	  make	  sure	  I	  am	  presenting	  a	  three	  

dimensional	  person	  (who’d	  thought	  you’d	  spend	  this	  much	  time	  or	  

fret	  this	  much	  on	  trying	  to	  be	  a	  real	  person?!)	  Alma	  is	  super	  funny,	  

yes!	  But	  she	  is	  also	  a	  real	  person,	  I	  want	  to	  be	  able	  to	  show	  all	  sides	  of	  

that,	  I	  bet	  that’s	  what	  Fran	  was	  talking	  about.	  	  

• January	  17,	  2013….Acting	  vs.	  Being	  Tiny!	  Honestly.	  Commit,	  get	  

grounded.	  Don’t	  think	  just	  do!	  

• January	  18,	  2013….Action,	  Objective	  and	  Obstacle	  seem	  so	  cryptic	  to	  

me!	  Why?	  

• January	  19,	  2013…for	  the	  love	  of	  goodness	  can	  you	  motivate	  the	  

blocking	  please?!	  Just	  do	  it.	  If	  getting	  up	  to	  get	  the	  chocolate	  feels	  

weird,	  then	  think	  about	  something	  else	  and	  get	  the	  chocolate	  on	  the	  

way	  or	  just	  get	  there.	  Get	  There!	  	  

During this rehearsal period most of the notes I received were incredibly specific acting 

or blocking notes that were very easy to fix and weave in.  Linda has a very distinct way 

of communicating to actors so it was very easy to take her notes and implement them on 

the spot, there were a couple of times where I felt ‘I wasn’t getting it’ or ‘giving her what 

she needed’ but that was my own heady undoing. I observed actors coming into the 

rehearsal space on day one so full and ready to dive into the world created by the 

playwright. Throughout the process that freedom of play became more defined, but the 

availability and openness I observed some of the other seasoned actors bring to their 
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work is something I hope to bring to all of my work from here on out. This rehearsal 

process was fairly simple with its own little hairy moments, but altogether one of the 

most enjoyable times I have had in a rehearsal room. I will always bring the fun and joy 

of what I do to every rehearsal; it’s an essential component of my process, and I know 

that now.  

Expectation Vs. Reality: The Performances 

 The expectation from day one was to have a great and impactful show and for me 

to get some good laughs, because I’m funny. With that said, I don’t necessarily think I 

am a funny person, but for the character I tried to not play into the laughs, because once 

you try and be funny you are undeniably not funny. I focused instead on the reality of 

Alma’s fear of loneliness and let the comedy arise from that with her amusing idioms and 

behavior: the constant eating to keep herself busy, the picking up dead animals on the 

side of the road to keep her focused. If Alma wasn’t able to have or make a good time out 

of nothing she could very well sink into a crippling depression. Alma had already lost the 

only child she’d ever had due to illness, she was too afraid to have another, the only two 

people in her life Hosiah and Girl were overseas, what else did she have? Laughter was 

her saving grace. 

 I’m never quite sure what audiences are going to say about my work nor do I have 

an expectation of what I’d like them to say. If I seriously allowed myself to go down that 

rabbit’s hole I would be devastated if anyone ever said anything real or critical about my 

work. I don’t want some preconceived audience's reaction to become a place from which 

I produce my work. I appreciate the audience because without them I have no job, but I 
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don’t want to be pulled into their ‘expectations’. I hope my work is generous, reliable, 

exciting and fun and I mostly hoped that those that I've worked with can see those things 

and more. I feel the work I did was strong and it seems the public, which I sincerely 

appreciate, received it that way. There were so many positive, helpful insights and 

observations I learned throughout this process and I hope to continually bring all of those 

and expand upon them in the near future and for the rest of my career. 

Seattle Children’s Theater 

 When we first got to Seattle I was very excited to be in a new city presenting The 

Edge of Peace for a new audience, in a new venue. However, as our tech rehearsal 

commenced I quickly understood it was going to be a bigger transition for me, than I 

previously thought. I expected to come into our tech rehearsal and be ready to open the 

show. I had not expected to be thrown off by the space or to get new blocking or more 

notes. I was frustrated with myself, at first, for not picking it up as quickly as I assumed 

everyone else had. I felt I had found the essence of Alma and made her my own, but in 

Seattle I was back to the drawing board.  

 The first few performances were quite wonky, the size of the wing space was 

much bigger but the playing space was smaller so there was an adjustment of entering a 

beat earlier, so you would arrive on stage in time. There was so much to get used to. I 

will say I absolutely fell in love with the audiences there. Going to the theater is 

something that is introduced at an early age in Seattle and it is an activity that is 

genuinely loved.  
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 As we ended the first two weeks of the show and entered the third I found myself 

bored with the show and with Alma. Arrogantly, I felt I knew all there was to know about 

this woman. During a conversation in the dressing room with another actress I began to 

discover more about relationships and the world of the play. Through her I realized I had 

missed and were missing little moments, fine tuning, places to go deeper and further. 

There is the saying that ‘Acting is Reacting’ and I understand that, whole-heartedly, but 

there’s this whole other side. Since this show is so community based, it would have been 

nice to sit around with the other actors to just converse about the town (Izzy and Alma, 

June and Ricky) and all of our relationships. We could explore when we first heard about 

the war, what happened when Hosiah left, when Ricky left. That is something I feel I 

would have benefited from. I only wish I had had the time to do that with the other actors. 

It’s those conjured up moments of abandoned acting that I think sometimes I missed out 

on. For instance: In the first scene of Act One, Alma receives a letter from Hosiah and 

one from Girl. As an actor I filled those relationships and reveled in my excitement to 

hear from the both of them. I allowed Izzy’s line “Two letters in one day Alma 

how….fortunate”, to stop me and bring me back down to earth. I did that fine, but I 

always felt like something was missing or it was forced, I was ‘acting’. Not until the third 

to last performance did a piece of information really click or sink in for me. Alma knows 

Ricky has been missing which is a huge, scary deal for all of us in town and especially 

for my friend Izzy. So when Alma receives the letter from Hosiah it’s almost a relief that 

he, my husband, is not missing, that he is still okay. During the performance after this 

realization I found myself so relieved and excited that I instinctively went to open my 
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letter and when Izzy spoke her line the ‘swing’ emotionally was much bigger. It felt like 

being punched in the gut and on some small level I felt I had betrayed my friend. Then 

again, when Izzy and June (Ricky’s wife) receive their letters from Ricky, the swing was 

much bigger because Alma could release her survivor’s guilt. That is snatched away 

when it’s revealed that the letters from Ricky are old, sent long before he was reported 

missing. Thus, I had a much deeper impetus to run after Izzy to console her, giving me a 

more meaningful exit. 

 Don’t get me wrong, all of that was there before but had never existed in my 

body, never had quite the physical reaction I experienced during that performance. It’s 

those little moments I am talking about, all of a sudden the world is more charged and 

real, all of a sudden I didn’t or wasn’t worrying about playing at dimension because it 

was just there. My entire focus in that moment was on Izzy.  As an actor there is all of 

this work you have to do and you can do it solo but I need that ‘other’, those talks with 

the other actors about the world, the presence my professor brought in from day one. All 

of a sudden the show was new to me, Alma was new to me and I want to keep that idea 

alive and present in my work.  

 In Seattle, I found, when I am stretched and vocally warm and am focused I feel 

much freer. In the beginning of the run, I used to go over my lines for every show, I made 

sure I said them at least once. Even though I would do that, I was still so afraid of 

forgetting a line or leaving a cast mate hanging that even in the wings I would say my 

first line 5 times just to make sure I had it. Then one day, I didn’t have time to go over 

my lines, so as I was walking to my place I assured myself that I knew these lines like the 



 14 

back of my hand and if anything got off, I could improv myself back on track. I went 

onstage and had the best show. I was loose, open and it was fun. I learned I don’t have to 

drill my lines before every show cause I know them. I know this person I am portraying, 

so why stress myself out? It was an encouraging feeling to experience. All this time, 

everyone else had trust and belief in me and I didn’t have it in myself. 

 After every show we would have talkbacks so that the audience could ask 

questions, make observations, or answer questions. I found those talkbacks to be 

immensely invigorating. It was so nice to hear the thoughts and ideas sparked by the 

show. To see the looks on the patrons’ faces, the awe, all sparked by a theater experience, 

was really special to me. To see adults moved to tears and kids’ honest, candid responses 

was a very nice touch that aided in the re-discovery of my love for theater. 
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Chapter	  2:	  Ways	  of	  Seeing	  

	   It's	  been	  a	  long	  time	  coming.	  I	  am	  finally	  at	  the	  end	  of	  my	  three-‐year	  stay.	  The	  

time	  here	  at	  the	  university	  has	  been	  filled	  with	  hard	  work,	  persistence	  and	  tears,	  

both	  out	  of	  frustration	  and	  exhaustion.	  I	  came	  to	  graduate	  school	  because	  I	  felt	  I	  

needed	  in	  depth	  training	  for	  my	  craft,	  I	  wanted	  to	  expand	  and	  explore	  in	  class	  as	  

well	  as	  on	  stage	  and	  I	  wanted	  to	  be	  a	  great	  actress.	  Not	  quite	  sure	  of	  what	  else	  to	  

expect	  or	  hope	  to	  gain	  I	  left	  myself	  open	  to	  soak	  up	  as	  much	  as	  I	  could.	  From	  classes	  

to	  workshops	  to	  opportunities	  granted	  by	  the	  Department	  of	  Theater	  and	  Dance	  I	  

am	  leaving	  this	  program	  a	  better,	  more	  aware	  person	  and	  a	  stronger	  actress.	  

Movement	  

	   In	  my	  first	  semester	  here	  I	  was	  introduced	  to	  Body	  Mind	  Centering,	  

Authentic	  Movement,	  Viewpoints,	  Suzuki	  and	  Laban	  through	  the	  movement	  class	  

ran	  by	  Tom	  Truss.	  All	  of	  these	  methods	  required	  us	  to	  work	  from	  self	  in	  a	  simple	  

and	  profound	  way.	  There	  was	  a	  trust	  and	  a	  neutral-‐minded	  state	  of	  being	  that	  was	  

required	  and	  demanded	  throughout	  the	  class	  in	  order	  for	  those	  methods	  to	  have	  an	  

effect.	  In	  the	  beginning,	  I	  was	  terrified	  of	  doing	  something	  like	  Authentic	  Movement,	  

which	  requires	  you	  to	  lie	  on	  the	  floor	  in	  silence	  and	  allow	  your	  body	  to	  live	  and	  

move	  in	  any	  way	  it	  pleases	  rather	  than	  imposing	  what	  your	  mind	  thinks	  is	  a	  'correct'	  

way	  of	  authentically	  moving.	  You	  had	  to	  rely	  on	  yourself	  and	  your	  instinct,	  without	  

judging	  or	  pre-‐planning.	  Authentic	  Movement,	  although	  I	  was	  never	  a	  fan	  of	  it,	  really	  

helped	  with	  end	  gaining	  for	  me.	  There	  was	  always	  the	  one	  part	  of	  the	  scene	  or	  the	  
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play	  that	  was	  the	  'good'	  part	  and	  I	  would	  bulldoze	  the	  rest	  of	  the	  scene	  just	  to	  get	  to	  

that	  moment,	  oftentimes	  without	  any	  real	  payoff.	  Authentic	  Movement	  was	  my	  first	  

introduction	  in	  moment-‐to-‐moment	  work	  and	  the	  beginning	  of	  releasing	  my	  

instinctual	  responses	  in	  acting.	  

	   Once	  we	  hopped	  into	  Viewpoints,	  Laban,	  Body	  Mind	  Centering	  and	  Suzuki	  

the	  world	  of	  movement	  really	  opened	  up	  for	  me.	  Movement	  and	  music	  will	  always	  

be	  a	  part	  of	  my	  process	  and	  as	  of	  now	  I	  honestly	  believe	  that	  I	  am	  very	  in	  tune	  with	  

my	  physical	  and	  emotional	  self	  because	  of	  the	  methods	  we	  exercised	  in	  class.	  Those	  

methodologies	  gave	  me	  a	  vocabulary	  for	  the	  physical	  reactions	  my	  body	  constantly	  

has.	  It	  allowed	  me	  to	  feel	  the	  internal	  changes	  that	  spontaneously	  occur	  when	  you	  

move	  from	  the	  muscular	  system	  to	  the	  nervous	  system	  to	  the	  organs	  system.	  It	  also	  

taught	  me	  how	  to	  release	  tension	  when	  our	  bodies	  or	  our	  minds	  are	  in	  a	  tense	  rut.	  

These	  techniques	  in	  the	  simplest	  form	  offered	  a	  keen	  understanding	  of	  our	  bodies,	  

which	  transferred	  to	  characters	  on	  stage.	  But	  from	  the	  beginning,	  before	  you	  can	  

grasp	  all	  of	  that,	  you	  have	  to	  come	  from	  a	  place	  of	  honesty.	  Do	  you	  know	  yourself?	  

Are	  you	  willing	  to	  explore	  your	  self	  in	  class	  with	  eleven	  or	  twelve	  other	  people	  

watching	  and	  participating?	  Honestly,	  I	  did	  not	  know	  the	  answer	  to	  many	  of	  the	  

personal	  inquiries	  done	  in	  class.	  I	  was	  an	  avid	  believer	  in	  repressing	  emotion	  when	  I	  

came	  to	  graduate	  school	  and	  although	  I	  wanted	  to	  change	  that,	  being	  thrust	  into	  

unraveling	  myself	  was	  horrifying.	  That	  was	  a	  can	  of	  worms	  I	  had	  no	  idea	  how	  to	  

open	  and	  was	  afraid	  of	  what	  the	  result	  would	  be	  after	  doing	  so.	  Little	  by	  little	  after	  
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spending	  a	  fair	  amount	  of	  time	  listening	  internally,	  my	  instincts	  began	  to	  loosen	  up	  

and	  I	  experienced	  real	  freedom	  in	  that	  class.	  

	   Once	  we	  had	  a	  solid	  foundation	  in	  Viewpoints	  we	  began	  to	  experiment	  with	  

Viewpoints	  in	  lanes.	  It's	  basically	  an	  exploration	  of	  viewpoints	  within	  a	  given	  

boundary	  that	  is	  sometimes	  accompanied	  by	  music.	  I	  loved	  having	  music	  as	  a	  

parameter	  to	  work	  in;	  music	  is	  a	  means	  of	  getting	  straight	  to	  my	  gut,	  straight	  to	  my	  

heart.	  In	  a	  moment	  music	  releases	  my	  inner	  self.	  I	  remember	  being	  in	  a	  middle	  lane	  

surrounded	  by	  3	  of	  my	  other	  classmates,	  all	  of	  us	  choosing	  a	  viewpoint	  to	  follow,	  

with	  music	  guiding	  us.	  I	  remember	  being	  very	  still	  and	  erasing	  all	  thought	  from	  my	  

mind,	  I	  wanted	  to	  be	  able	  to	  take	  everything	  in	  and	  allow	  it	  to	  manifest	  in	  my	  body	  

without	  any	  judgment.	  Deflection,	  physically	  and	  mentally,	  was	  a	  huge	  hurdle	  for	  me	  

in	  this	  work	  and	  being	  able	  to	  accomplish	  absolute	  stillness	  inside	  and	  out	  was	  

powerful.	  My	  other	  classmates	  began	  to	  move	  immediately,	  thrusting	  their	  bodies	  

into	  gesture,	  topography	  and	  architecture.	  I	  observed	  all	  of	  their	  twisting,	  gyrating	  

bodies	  and	  seized	  the	  opportunity	  to	  physically	  devour	  all	  of	  them.	  Instinctively,	  I	  

leapt	  out	  of	  the	  bounds	  of	  my	  lane,	  shared	  kinesthetic	  response	  with	  whoever	  was	  in	  

my	  sight	  and	  in	  the	  moment	  I	  felt	  they	  were	  leaning	  into	  me,	  I	  managed	  them	  to	  the	  

ground	  and	  ate	  them,	  voraciously.	  In	  that	  movement	  class,	  which	  helped	  with	  all	  my	  

acting,	  there	  were	  no	  limits.	  We	  worked	  within	  the	  guidelines	  of	  respect	  and	  

admiration	  for	  every	  artist's	  journey.	  Without	  that	  movement	  class	  I	  don't	  know	  if	  

my	  awareness	  would	  be	  where	  it	  is	  today.	  Tom	  challenged	  us	  and	  had	  an	  interest	  in	  
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our	  growth	  that	  was	  unmatchable.	  Every	  one	  of	  those	  methodologies	  is	  alive	  in	  my	  

work	  today,	  every	  single	  one,	  including	  some	  of	  the	  Alexander	  Technique	  we	  

brushed	  over	  in	  class.	  I	  am	  so	  thankful	  for	  our	  time	  with	  Tom	  and	  I	  only	  wish	  I	  had	  

more	  time	  with	  him;	  I	  wish	  he	  had	  been	  a	  constant	  variable	  in	  our	  trajectory	  here.	  

Meisner	  

	   On	  Acting	  by	  Sanford	  Meisner	  was	  the	  book	  we	  used	  for	  our	  Meisner	  acting	  

class.	  This	  class	  was	  another	  facet	  in	  continuation	  of	  the	  'truth	  exploration'	  exercises	  

that	  were	  first	  introduced	  in	  Tom's	  class.	  I	  never	  thought	  about	  truth	  as	  a	  

storytelling	  technique.	  It	  sounds	  so	  rudimentary,	  but	  before	  I	  came	  to	  graduate	  

school,	  there	  was	  the	  story	  that	  needed	  telling	  and	  I	  was	  an	  actor.	  My	  job	  was	  to	  act	  

the	  story,	  which	  always	  seemed	  outside	  myself,	  always	  seemed	  objective	  rather	  

than	  subjective.	  The	  Meisner	  Technique	  asks	  you	  to	  be	  a	  hawk-‐eyed	  master	  of	  

observation	  and	  truth.	  'The	  foundation	  of	  acting	  is	  the	  reality	  of	  doing.	  To	  take	  the	  

heat	  off	  yourself	  and	  transfer	  the	  point	  of	  concentration	  outside	  of	  yourself'	  

(Meisner).	  Once	  we	  were	  used	  to	  the	  repetition	  we	  graduated	  to	  the	  next	  phase:	  

coming	  to	  the	  door	  with	  a	  need.	  	  That	  phase	  was	  a	  transformative	  ride,	  I	  learned	  

ample	  amounts	  of	  information	  about	  myself	  (past	  experiences	  affecting	  the	  now)	  

and	  about	  being	  grounded.	  That	  exercise	  was	  my	  first	  lesson	  in	  what	  it	  is	  to	  be	  

present.	  	  After	  that	  we	  investigated	  imaginary	  circumstances	  of	  a	  scene.	  We	  started	  

off	  with	  imagined	  circumstances	  and	  completely	  improvised	  scenes	  that	  were	  actual	  

scenes	  from	  plays.	  It	  was	  then	  that	  I	  familiarized	  myself	  with	  bringing	  who	  I	  was	  to	  a	  
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script.	  In	  the	  improvised	  scenes	  I	  felt	  so	  alive	  and	  present	  and	  then	  when	  we	  would	  

transfer	  to	  doing	  the	  scene,	  I	  felt	  numb.	  Acting	  coach	  Susan	  Batson	  says,	  'A	  great	  

actor	  can-‐with	  great	  artistic	  ease-‐create	  a	  walking,	  talking	  human	  being.	  To	  make	  a	  

walking,	  talking	  human	  being,	  you	  have	  to	  be	  connected	  to	  the	  need	  of	  this	  character	  

and	  be	  able	  to	  experience	  that	  need	  internally'.	  Meisner	  has	  enabled	  me	  to	  find	  the	  

simple	  needs	  of	  characters	  and	  to	  come	  at	  the	  need	  unfulfilled	  which	  exploits	  the	  

character's	  vulnerability.	  

Voice	  Studios	  and	  Dialects	  

	   The	  voice	  studios	  with	  Barney	  Hammond	  are	  where	  I	  successfully	  charted	  

most	  of	  my	  growth,	  which	  I	  attribute	  to	  continuous	  practice	  with	  him	  in	  class	  and	  

the	  vocal	  warm	  ups	  I	  have	  learned	  that	  I	  use	  before	  each	  show.	  A	  vocal	  warm	  up	  

before	  I	  was	  taught	  specific	  technique	  consisted	  of	  singsong	  rhymes	  accompanied	  

with	  silly	  body	  movements.	  I've	  never	  felt	  as	  focused	  as	  I	  do	  once	  I	  learned	  an	  actual	  

technique	  and	  I	  have	  noticed	  a	  change	  in	  my	  vocal	  quality.	  Other	  than	  useful	  warm-‐

ups	  and	  exercises	  to	  bring	  one's	  self	  into	  second	  circle	  (presence)	  we	  were	  also	  

involved	  in	  copious	  amounts	  of	  text	  work.	  When	  it	  comes	  to	  text	  it	  is	  imperative	  that	  

you	  are	  on	  the	  word,	  not	  behind	  the	  word	  (first	  circle)	  or	  ahead	  of	  the	  word	  (end-‐

gaining).	  What	  is	  the	  need	  to	  speak?	  Why	  these	  words?	  And	  why	  now?	  We	  learned	  

about	  competitive	  speaking	  (“Importance	  of	  Being	  Earnest”).	  An	  exercise	  called	  

'what's	  worse?'	  (using	  speeches,	  mostly	  from	  Shakespeare,	  in	  which	  lists	  are	  used	  to	  

describe	  something.	  Like	  Rosalind's	  speech	  to	  Orlando	  in	  As	  You	  Like	  It	  when	  she	  is	  
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describing	  how	  woman	  change	  when	  they	  are	  wives.	  It's	  a	  technical	  way	  of	  building	  

the	  speech,	  every	  item	  in	  the	  list	  is	  worse	  than	  the	  last).	  We	  focused	  on	  placement	  of	  

the	  tongue	  and	  mouth,	  warming	  up	  the	  vocal	  folds,	  muscularity,	  breathing	  low,	  

coming	  onto	  voice	  and	  then	  coming	  on	  to	  text.	  This	  method	  brought	  immediacy	  to	  

all	  texts	  I	  encounter.	  Without	  a	  doubt,	  all	  of	  these	  exercises	  have	  aided	  me	  in	  my	  

work	  and	  in	  life.	  	  

	   From	  now	  until	  the	  day	  I	  am	  laid	  to	  rest,	  I	  will	  have	  a	  superabundant	  amount	  

of	  information	  when	  it	  comes	  to	  dialects:	  how	  to	  spot	  them,	  where	  they	  rest	  in	  the	  

mouth,	  the	  origin	  of	  the	  dialect,	  the	  way	  the	  musicality	  of	  the	  dialect	  rests	  in	  the	  

people,	  food	  and	  music	  and	  how	  to	  accurately	  portray	  a	  person	  or	  character	  with	  

that	  dialect.	  I	  was	  given	  the	  necessary	  tools	  by	  Pamela	  Christian	  to	  elevate	  and	  

stretch	  how	  many	  characters	  I	  can	  truthfully	  portray.	  	  

David	  Rotenberg	  

	   Once	  the	  second	  semester	  of	  our	  second	  year	  was	  set	  to	  begin	  we	  were	  all	  

introduced	  to	  David	  Rotenberg,	  who	  really	  shaped	  my	  love	  for	  film.	  The	  workshop	  

we	  had	  with	  him	  was	  superb,	  we	  only	  had	  a	  weekend	  with	  him	  and	  from	  that	  

weekend	  I	  wished	  David	  was	  someone	  we	  could	  have	  studied	  with	  for	  an	  entire	  

semester,	  year,	  or	  that	  we	  could	  have	  been	  in	  talks	  to	  study	  with	  him	  over	  a	  

summer.	  David	  was	  all	  about,	  just	  as	  Tom	  was,	  using	  yourself,	  every	  ounce	  of	  you.	  

Knowing	  whom	  you	  are,	  what	  you	  look	  like,	  and	  a	  way	  to	  get	  a	  foot	  in	  the	  business	  

door	  and	  then	  broadening	  and	  stretching	  yourself	  from	  then	  on.	  It	  was	  a	  profound	  
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weekend	  full	  of	  hands	  on	  application	  of	  terms	  he	  talked	  about:	  drone-‐noting,	  big	  

emotional	  swings,	  primary	  states	  of	  being	  and	  basic	  principles	  for	  auditioning	  and	  

for	  on	  camera	  work	  once	  you	  are	  cast.	  All	  of	  the	  notes	  taken	  and	  hand	  outs	  given	  

were	  extremely	  useful	  although	  I	  found	  at	  the	  time,	  I	  was	  having	  a	  hard	  time	  locking	  

onto	  that	  approach.	  But	  now	  I	  am	  exercising	  this	  method	  in	  the	  films	  I	  have	  done	  on	  

and	  off	  campus.	  

John	  Langs	  

	   Getting	  to	  work	  with	  John	  Langs	  was	  an	  amazing	  experience.	  He	  talked	  to	  us	  

a	  lot	  about	  the	  spine	  of	  a	  character.	  Once	  found,	  the	  spine	  of	  a	  character	  should	  be	  

exciting	  enough	  to	  move	  you,	  so	  you	  can	  go	  into	  a	  store	  and	  at	  any	  given	  moment	  

drop	  into	  character,	  just	  by	  saying	  what	  the	  spine	  is.	  The	  spine	  is	  there	  to	  plug	  you	  

back	  in,	  in	  case	  you	  get	  lost.	  In	  Loves	  Labours	  Lost,	  I'm	  not	  sure	  if	  I	  ever	  found	  a	  

workable	  spine	  for	  Rosaline.	  Not	  from	  lack	  of	  trying,	  I	  was	  just	  too	  hung	  up	  on	  trying	  

to	  impress	  and	  display	  intelligence	  instead	  of	  being	  a	  real	  person	  and	  admitting	  I	  

was	  confused	  or	  lost.	  It	  was	  actually	  rather	  annoying,	  if	  I	  do	  say	  so	  myself.	  I	  used	  

action,	  objective	  and	  obstacle	  since	  it	  was	  a	  tactic	  used	  in	  my	  Shakespeare	  class	  and	  

it	  worked	  well.	  I	  did	  receive	  a	  note	  after	  the	  performance	  about	  dimension,	  being	  a	  

full	  three-‐dimensional	  human	  being	  on	  stage,	  which	  I	  think	  I	  could	  have	  

accomplished.	  I	  actually	  believe	  that	  full	  human	  being	  quality	  was	  there	  at	  times.	  My	  

shortcoming	  was	  trying	  to	  make	  everything	  so	  specific	  and	  complicated	  that	  I	  left	  no	  

room	  for	  spur-‐of-‐the-‐moment	  behavior.	  
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Chapter	  3:	  The	  Guthrie	  Experience	  

	   The	  summer	  of	  2012,	  I	  joined	  11	  actors	  from	  graduate	  programs	  across	  the	  

country	  to	  attend	  the	  Guthrie	  Experience	  (a	  summer	  long,	  intensive	  acting	  

program).	  All	  of	  us,	  with	  the	  help	  of	  our	  director	  Marcela	  Lorca,	  were	  going	  to	  write	  

and	  perform	  a	  show	  at	  the	  end	  of	  summer.	  When	  I	  first	  arrived	  at	  the	  Guthrie	  I	  had	  

no	  idea	  how	  influential	  that	  theater	  has	  been	  to	  many	  actor's	  careers.	  I	  had	  no	  idea	  

this	  was	  a	  place	  to	  strive	  toward	  or	  for	  and	  I	  am	  so	  thankful	  I	  was	  given	  the	  

opportunity.	  	  

	   Much	  like	  the	  schedule	  in	  the	  department,	  the	  schedule	  at	  the	  Guthrie	  

consisted	  of	  movement,	  acting,	  Shakespeare	  and	  voice.	  Occasionally	  there	  were	  

guest	  artists	  flown	  in	  to	  work	  with	  us	  for	  a	  week	  on	  certain	  skills:	  mask,	  partner	  

work,	  in	  room	  auditioning	  etc.	  We	  began	  the	  summer	  with	  Marcela	  Lorca	  who	  was	  

not	  only	  our	  director	  but	  also	  a	  connoisseur	  of	  movement.	  She	  threw	  us	  right	  into	  

the	  lion’s	  den	  with	  our	  first	  six-‐hour	  movement	  exploration!	  And	  when	  we	  were	  

tired,	  sweaty	  and	  ready	  to	  quit	  she	  pushed	  us	  even	  further	  and	  surprisingly	  enough	  

we	  always	  made	  it	  through.	  In	  the	  movement	  explorations	  there	  were	  no	  rules,	  you	  

were	  expected	  to	  move	  your	  body,	  at	  full	  capacity,	  any	  way	  you	  could,	  one	  hundred	  

percent	  of	  the	  time.	  After	  Marcela	  viewed	  the	  way	  we	  moved	  she	  challenged	  us	  to	  

make	  a	  protest	  with	  our	  bodies.	  It	  had	  to	  be	  physical	  and	  it	  had	  to	  be	  dangerous.	  The	  

result	  was	  explicit,	  raw	  and	  some	  of	  the	  most	  unpredictable	  movement	  work	  I	  have	  

ever	  done	  or	  seen.	  If	  it	  wasn’t	  dangerous	  enough	  she	  had	  no	  problem	  calling	  you	  out	  
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and	  I	  have	  no	  problem	  saying	  I	  was	  called	  out	  more	  than	  a	  few	  times.	  I	  thoroughly	  

enjoyed	  the	  constant	  push	  from	  Marcela.	  	  

	   In	  our	  acting	  classes	  with	  Ken,	  we	  took	  characters	  from	  a	  script	  and	  began	  a	  

two-‐hour	  character	  exploration	  consisting	  of	  improvisations,	  object	  exercises	  and	  

taking	  the	  life	  journey	  of	  a	  character.	  Those	  exercises	  were	  tedious	  and	  afterward	  

you	  felt	  like	  you	  had	  been	  to	  the	  actor’s	  gym	  of	  emotion.	  But	  it	  helped	  free	  any	  

preconceived	  ideas	  of	  how	  the	  character	  should	  or	  would	  act	  in	  any	  given	  moment.	  

Without	  having	  done	  some	  extensive	  character	  analysis	  or	  research	  I	  understood	  on	  

a	  deeper	  level	  the	  person	  I	  was	  asked	  to	  play.	  It	  was	  much	  easier	  to	  bring	  the	  

character	  and	  circumstances	  to	  my	  center	  and	  to	  drop	  into	  that	  instantaneously.	  	  

Again,	  it	  was	  all	  about	  working	  from	  self,	  from	  what	  lives	  in	  you.	  Andrew	  Cooke	  was	  

our	  vocal	  coach,	  he	  really	  had	  a	  way	  of	  speaking	  to	  you	  that	  was	  sincere	  and	  genuine	  

and	  allowed	  you	  to	  feel	  open	  enough	  to	  take	  serious	  vocal	  risks.	  I	  had	  no	  idea	  of	  the	  

voice	  I	  possessed	  until	  Andrew	  brought	  it	  out	  of	  me.	  I	  could	  go	  on	  and	  on,	  but	  my	  

time	  at	  the	  Guthrie,	  is	  a	  moment	  I	  will	  cherish.	  I	  felt	  like	  a	  true	  artist	  and	  

professional	  while	  I	  was	  there	  and	  discovered	  my	  worth	  as	  an	  actor.	  I’m	  sure	  I	  hit	  

the	  actor’s	  puberty	  or	  maturity	  while	  I	  was	  there.	  I	  also	  met	  wonderful	  people	  there	  

and	  developed	  significant	  relationships	  personally	  and	  artistically.	  
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Chapter	  4:	  Taking	  A	  Stand	  

	   Barbara	  Smith	  Conrad	  was	  a	  mezzo-‐soprano	  opera	  singer	  here	  at	  the	  

University	  of	  Texas	  in	  1957	  who	  was	  asked	  to	  step	  down	  from	  a	  lead	  role	  in	  a	  

production	  of	  the	  opera	  Dido	  and	  Aeneas.	  She	  was	  cast	  as	  Dido	  opposite	  a	  white	  

student	  who	  was	  to	  portray	  Aeneas,	  her	  lover.	  As	  unsurprising	  as	  this	  is	  for	  the	  era	  

it	  happened	  in,	  what	  is	  shocking	  is	  that	  our	  department	  seems	  to	  be	  stuck	  in	  that	  

time	  and	  mindset.	  	  

	   In	  the	  department	  I	  have	  experienced	  and	  seen	  people	  of	  color	  in	  subservient	  

roles	  when	  a	  lead	  role	  was	  not	  designated	  for	  them	  (when	  the	  playwright	  doesn’t	  

specifically	  call	  for	  a	  certain	  race	  for	  a	  role).	  I	  have	  seen	  false	  advertisement	  of	  

shows	  in	  regards	  to	  not	  showing	  interracial	  couples	  on	  posters	  when	  the	  production	  

has	  been	  cast	  as	  such.	  I	  have	  seen	  when	  a	  person	  of	  color	  is	  given	  a	  role	  that	  is	  not	  

designated	  for	  them	  that	  it	  is	  treated	  as	  a	  ‘gift’.	  I	  have	  seen	  talented	  people	  of	  color	  

leave	  the	  department	  because	  they	  are	  tired	  of	  being	  cast	  aside.	  One	  of	  the	  main	  

mottos	  of	  the	  department	  and	  the	  university	  centers	  itself	  around	  diversity.	  I	  find	  it	  

misleading	  to	  claim	  diversity	  and	  take	  pride	  in	  it	  when	  those	  who	  are	  ‘diverse’	  aren’t	  

getting	  the	  same	  education	  and	  opportunities	  as	  their	  peers.	  	  	  

Of	  all	  the	  classes	  I	  have	  taken	  here	  at	  the	  university,	  there	  was	  not	  a	  single	  

one	  that	  involved	  playwrights	  of	  color.	  To	  this	  day	  the	  only	  monologue	  I’ve	  done	  by	  

a	  playwright	  of	  color	  was	  of	  my	  own	  volition.	  Our	  class	  is	  incredibly	  diverse,	  but	  

nothing	  was	  done	  to	  explore	  that	  diversity.	  It	  would	  have	  behooved	  me	  to	  
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experiment	  with	  scenes	  or	  plays	  from	  playwrights	  not	  only	  influential	  to	  my	  culture	  

but	  to	  others’	  culture	  as	  well.	  	  

	   I	  am	  disappointed	  in	  myself	  for	  not	  having	  the	  gall,	  until	  now,	  to	  share	  my	  

feelings	  and	  thoughts	  on	  the	  department.	  I’m	  also	  disappointed	  in	  myself	  for	  not	  

taking	  my	  experience	  to	  work	  outside	  of	  this	  department,	  where	  maybe	  I	  could	  or	  

would	  have	  felt	  appreciated	  or	  as	  if	  I	  had	  a	  fair	  chance.	  Maybe	  the	  business	  I	  am	  

hoping	  to	  go	  in	  to	  functions	  in	  that	  conservative	  way,	  but	  should	  that	  be	  the	  same	  in	  

an	  academic	  setting?	  And	  if	  so,	  what	  are	  we	  teaching	  the	  diverse	  undergrad	  student	  

as	  they	  sit	  in	  the	  atrium,	  three	  years	  into	  a	  program	  having	  never	  touched	  the	  stage?	  

Why	  recruit	  them	  to	  be	  a	  part	  of	  a	  department	  that	  will	  never	  use	  them?	  To	  meet	  a	  

quota	  and	  be	  able	  to	  continue	  to	  claim	  diversity?	  	  It	  seems	  everyone	  is	  so	  afraid	  to	  

talk	  about	  what	  it	  happening	  within	  the	  department	  so	  it	  gets	  swept	  under	  the	  rug.	  

Why?	  

	   It	  comes	  down	  to	  two	  choices:	  change	  the	  motto	  or	  make	  changes	  within	  the	  

department.	  
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