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CHAPTERI 

ESÍTRODUCTION TO THE STUDY 

Background of the Problem 

The study of the mask and its effect on the wearer is not new. It is a concept that has 

been explored by anthropologists, psychologists, sociologists and historians. Since man 

first evolved he has constmcted and donned masks for a variety of purposes. Even today, 

primitive man continues the practice, believing that the mask contains ritualistic power. 

Masks are treated with reverence in primitive societies because the individual that dons 

the mask believes he is transformed by its power. The transformation that occurs is 

acknowledged and respected by both performer and spectator alike. 

The most common defmition for a mask as defined by the New World Dictionary is 

"a covering for the face or part of the face, to conceal or disguise the identity" (GuraH k 

871). This definition adequately describes the most traditional meaning applied to the 

term mask—that of using a physical object to obscure the identity of the wearer. The 

mask, however, has a secondary effect that is important to theatre artists. Dorming a 

mask tends to release the emotions of the wearer and allows him to reveal as much about 

his inner being as the mask conceals his extemal identity. For these reasons, this 

defirútion does not completely encompass the fuU meaning and potential of masks within 

the context of their use in theatre. 

Contemporary theorists have postulated new theories regarding the definition of 

mask. Robert Benedetti in his book Seeming. Being and Becoming states, 

...a mask, or the principle of maskness, is any object or pattem of behavior 
which is designed to project a sense of selfi Persona is the ancient word 
for mask, and it is the root from which we derive the word personality. 



Your personality is itself a mask, a pattem of behavior whereby you 
present a sense of yourself to the world. (Benedetti 19) 

Similarly, Michael Goldman in his book The Actor's Freedom argues that acting a role is 

putting on a series of disguises. He believes that, as a character changes throughout the 

course of a play, what he is really doing is constantly going through a series of masks. 

Many theatre practitioners have used the concept of the mask as a part of their 

constmct when developing their theories about acting and directing. Although these 

theories occasionally include the physical apparatus that we label a mask, this is not 

always the case. Many times, these theorists use the concept of the mask~the idea that by 

concealing certain information, other more telling information is revealed. This type of 

masking is achieved without actually wearing a physical object on the face. The potential 

for concealing and revealing makes the mask a potentially powerful tool for the 

contemporary director. 

The Problem 

The theory developed by this study, although certainly involving the actor, is 

written primarily for the director. The director is the driving force of the production. It is 

he who molds the rehearsal process, makes decisions about how time is utilized and 

synthesizes all of the production elements into a cohesive whole. In order to accomplish 

this, directors must develop a variety of strategies or methods. This study will provide a 

variation on traditional directing techiHques by using the mask as an impetus for gesture, 

movement and emotional intensification in the rehearsal process. 

A fresh directorial approach is needed in order to utilize the mask in the rehearsal 

process. Dean and Carra in their book Fundamentals of Stage Directing hst composition, 

picturization, movement, rhythm and pantomimic dramatization as the director's media. 

AIl of these elements are extemal, cogrûtive functions on the part of the director. 
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Ironically, Dean and Carra, and most writers on directing, list the physical expression of 

the actor last. Since the extemal life of the character, the gestural world, is the last to be 

perfected, it is not surprising that it is often the least developed part of the performance. 

In a traditional rehearsal period, a director begins with blocking. He works through 

the entire play and establishes the movement pattems for each scene, creating visual 

images and pictures that he has envisioned for the various segments of the play. As this 

work is taking place, the actors leam their lines, incorporate their blocking to coincide 

with the director's vision and concentrate on finding their motivation to justify the 

movements the director has asked them to perform. This process typically takes up 

approximately one-third to one-half of the rehearsal period. The work for the actor in this 

type of rehearsal is more intellecmal than emotional. Such work is the product of 

synthesis and analysis. Only after the blocking portion of the rehearsal period is 

complete can actors typically begin to engage their emotions to explore the motivations 

and subtext of their individual characters. 

In addition, the focus of the actor in the early stages of rehearsal is idiosyncratic. He 

concentrates on his particular lines and movement and develops little consciousness of 

the product as a whole. Although he might conceive of his relationship to the other actors 

and begin to see a pattem in terms of his contribution to the total work, he is still isolated. 

That is why many directors have done so much work over the past few decades trying to 

build ensembles. 

In the next phase of the rehearsal process, actors look to the written lines to 

determine the proper emotions for their characters. The actors delve into the script in a 

maimer similar to solving a puzzle, looking to discover emotional meanings beneath the 

surface of the words. Once there is an intellectual understanding of the character, the 

actor creates the emotional life that will coincide with the intellectual scheme. 

Consequently, the emotions that are portrayed are oftentimes assigned out of reason 
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rather than emerging naturally from the dramatic situation. Emotions are the next, logical 

piece of the puzzle in building a believable character. 

Once the actor has unearthed the emotions inherent in the script, he must work to 

discover appropriate physical expressions. This search usually occurs during the final 

phase of the rehearsal process. Once again, decisions are made based on extemal factors-

-in this case, on assigning an emotionally expressive gesture based frequently on 

observation of everyday life. Occasionally, an actor will find his way to a score of 

gestural actions, but the physicality is often rooted in everyday reality and lacks the 

intensity necessary for an exciting theatrical moment. The actor pays little attention to 

the underlying universality of the emotions contained within the script and rarely seeks a 

corresponding spontaneously and creatively developed non-verbal score. The process 

usually results in a restrained physical performance bound by the constraints of realism. 

Another problem with the traditional method of rehearsal is that the full physical 

expression of the character, even one grounded in reality, will rarely be fully developed. 

Because the gestural world of the character has been left for last, it seldom reaches full 

maturity. Often, because the production will be pressed for time, character gesture and 

development wiU stop in favor of spending rehearsal time adding the final elements of 

costumes, lights and sound. Gestures that coincide with the emotions might never be 

fully crafted and the potential complexity and richness of the communication is 

frequently lost. 

A rehearsal process grounded in logic and individual reality rarely produces an 

emotionally rich and physically expressive performance. If an actor begins with the lines 

and works through the process in a logical manner, he loses the possibility of countless 

nuances of expression. This occurs for a variety of reasons. The lines of a play are 

specific expressions of a character's outlook on life. Yet if the play has worth, the 

emotions expressed must be capable of communicating to the widest possible range of the 
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audience. This connection is cmcial for the success of the play. UiHversal emotions must 

be present to communicate effectively to the largest possible part of the audience. 

By working towards the emotions of a character in a logical manner, an actor's 

expression is, by namre, cognitively driven and will lack some of the emotive power 

made possible if the emotions can be spontaneously created. This is the problem that 

Constantin Stanislavsky sought to address when he discussed emotion memory. 

Stanislavsky believed that if an actor had difficulty connecting to a particular moment in 

a play, he could fmd a situation in his own past experience that was analogous to the 

given circumstances and the actor could recreate those emotions from his own personal 

life. Stanislavsky's concept poses several problems. First, the emotions the actor 

experiences are from his own personal adventures, and can often separate the actor from 

the character. Second, when removing an actor from the given circumstances to recreate 

a personal memory, the result is often self-indulgence. Third, the actor might not have a 

situation from his past to coincide closely with the given circumstance of the scene. 

Finally, to produce authentic emotions throughout the entire play, the actor wiU 

constantly have to remove himself from the moment and recreate his own personal 

experience onstage. 

Another critical reason that a traditional rehearsal process is unsatisfactory is its lack 

of attention to nonverbal conmiunication. In creating meaning, humans use verbal 

symbols or words as contextual clues. However, most of the time, nonverbal 

communication in a given situation carries the most emotional weight. Words are only a 

small portion of all the stimuli available to actors when they engage in the process of 

creating mearúng. A great deal of an audience's ability to interpret verbal messages 

comes from nonverbal behaviors. 

Estimates of the degree of meaning created by nonverbals range from 65% on the 

low end (Birdwhistell) to 93% on the high end (Mehrabian, Communication Without 
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Words). Nonverbal systems act as a form of metacommunication in a given interaction 

by telling the participants in the exchange how verbal messages are intended. The sound 

of a voice, the tension in the shoulders, the look in the eyes all communicate how 

seriously to take the verbal response "No" when it is given. Nonverbal signals can be 

shaped much more effectively than words to emphasize, clarify and enhance the complex 

messages of the performance. The nonverbal dialogue supporting the text enriches the 

performance and enhances its meaning to the audience. Combining verbal and nonverbal 

cues is a cmcial element that is often ignored in traditional productions. Nonverbal cues 

must be exaggerated by actors to flilfill the theatrical contract with the audience. The 

theatre is not real life. Subtle physical reactions will not carry across a large theatre to an 

audience. 

The mask provides the perfect tool for creating this exaggerated style of acting. The 

face is the most easily controlled portion of the body in providing nonverbal cues. In real 

life, people rely on it when communicating meaning. However, the face is the most 

subtle way to communicate meaning across space in the theatrical performance. Actors 

must be guided to use large, less subtle body movements to communicate nonverbal cues. 

Through the use of the mask, the actors can diminish the importance of the face as the 

primary means of nonverbal communication. Actors can be forced to rely on their bodies 

to encode and communicate messages. 

In communication theory, an analogic message is defined as one that has an iconic 

representation. Watzlawick, Beavin and Jackson propose that all human communication 

messages can take either digital or analogic form. 

The two types of communication~the one by a self-explanatory likeness, 
the other by a word-are...equivalent to the concepts of the analogic and 
the digital respectively. Whenever a word is used to name something it is 
obvious that the relation between the name and the thing named is an 
arbitrarily established one. Words are arbitrary signs that are manipulated 
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according to the logical matrix of languagc.In analogic communication, 
on the other hand, there is something particularly "thing-like" in what is 
used to express the thing. (Watzlawick, Beavin and Jackson 61-62) 

Analogic messages are coimected closely in form and content. If a person says "I am 

excited," the tone of voice and the person's body language resemble the emotion being 

expressed. Nonverbal behaviors are closely tied with the actual content of the message. 

The body's expressions represents the emotions within. Nonverbal behaviors are 

analogic and are therefore more immediate than digital words. 

Once the director understands the potential of analogic messages, a vast world of 

expression is revealed. One word cannot communicate its mear ng in all languages, yet 

the analogic or the nonverbal has that capability. It is universal and believable because it 

springs from emotion. The word "happy" is a label~a digital word that symbolizes a 

group of behaviors, and it alone cannot communicate the complexity or depth of the 

emotion. Only an accompanying nonverbal cluster can convey the intensity, depth and 

complexity of the felt emotion. 

Nonverbal behaviors fimction much more effectively in the expression of emotion 

than their digital counterparts. Emotions can, of course, be expressed verbally, but they 

are most powerfully expressed through the nonverbal codes. The believability of a verbal 

emotion statement is most certainly affected by appropriate nonverbal behaviors. For 

example, if an individual says, "I am skeptical" and does not display the congment 

nonverbal behaviors which indicate skepticism, i.e. tilting the head backward, shifting to 

a closed posture, shaking the head looking away and so forth, the believability of the 

verbal message is greatly reduced if not negated. The emotion of indifference needs 

some combination of nonverbals to augment its message. Emotions are often encoded 

totally in the nonverbal codes without any accompanying verbal message. 

Verbal communication is linear. Words are too limiting in their ability to encode 

complex emotional messages. Words, or labels, by their very nature, are specific and 
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only partially describe situations. Emotions, on the other hand, are non-Iinear and can 

carry a multitude of expressions and feelings to an audience. The actor must explore 

how the body encodes the multitude of emotions contained within the message. 

Not only do analogic messages provide an opportunity for the simultaneous 

communication of both form and content, Watzlawick, Beavin and Jackson assert that 

analogic messages are "essentially indicators of relationship...and not simply statements 

about relationships" (Watzlawick, Beavin and Jackson in Anderson and Ross 179). 

Nonverbal behaviors then serve a powerful relationship defining function, but what more 

specifically do they define? Mehrabian, in his 1981 book Silent Messages: Implicit 

Communication of Emotion and Attitude. suggests three dimensions of relationship that 

are conveyed nonverbally—responsiveness, liking, and power. 

Responsiveness refers to our wiUingness to approach another by displaying interest 

in his or her messages. In the American culture, people indicate positive responsiveness 

by holding eye contact, positioiHng the body towards the speaker, leaning in slightly, and 

in general displaying an attentive posture. An unwillingness to be responsive is indicated 

by a different cluster of nonverbal behaviors. 

The director can easily capitalize on the theory of responsiveness when coaching 

actors to explore a scene. Certainly, proximity onstage has always been the director's 

major tool. Through blocking, he manipulates the spatial relationships of the characters 

in order to create meaning for the audience. The director could, however, rely on the 

actors to provide the impetus for movement. By exploring emotions of a scene in terms 

of the mask and allowing the actors to spontaneously react to one another, the director 

could open a wide range of possible expressions that might not be realized through a 

conventional blocking process. 

The relational dimension of liking refers to how positively or negatively a person 

feels towards another individual. Again, these feelings are encoded in the body and then 
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transmitted through nonverbal messages to the relational partner. The director could 

allow actors to explore their emotions and physicalize their responses to the other 

characters on the stage by working with the mask. Through a series of carefully 

constmcted exercises, the director could guide the improvisation and achieve much more 

authentic and detailed results than he might have ordinarily been able to accomplish in a 

normal blocking process.. 

The final dimension of relational-level meanings that nonverbals convey is power. 

Through the manipulation of space, posture, gesture, tone of voice and touch, dominance, 

status and influence are negotiated between individuals. This equates directly with the 

physical expression of conflict within a theatrical performance. Too often, actors in 

contemporary productions express this element of a play solely through verbal 

communication. The challenge for the director is to discover ways to physicalize this 

essential ingredient in order to make performances more charged with meaning. By 

relying on the mask as a means to activate the actor, the director can motivate the 

analogic responses that the conflict of the scene naturally elicits. 

A bonus to concentrating on the emotional nonverbal elements is that the director 

can help actors connect more quickly with one another because they do not have to 

assume different goals. Ordinarily, each actor is focused on his individual task~the 

development of his character, the memorization of his lines. By starting with the 

emotional, all actors are working toward the same goal-the expression of universal 

emotions. A feeling of ensemble is inmiediately achieved. Gradually, this will move to 

each character's individual expression of these emotions and eventually, to the 

development of particular character attitudes and traHs, but the initial binding of the 

group into a common goal offers countless rewards. 

It is clear that we cannot avoid attending to nonverbal messages while creating the 

life of a play. Nonverbal messages function as metacommunication, providing the 
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context for creating meaning. They define character relationships on a message by 

message basis, letting individual partners know how they stand with each other with 

regard to responsiveness, liking and power. Finally, nonverbal messages express human 

emotions much more completely and powerfully than digital statements. 

We place more importance on verbal cues for factual, abstract, and 
persuasive meanings, but place more importance on nonverbal cues for 
relational, attributional, emotional and attitudinal meanings. (Burgoon 
344-390) 

Most nonverbal behavior is produced with much less thought than verbal. We are, 

therefore, more unaware of what we are doing then when we choose words to 

communicate. 

There are many indications that we are even less aware of some of our 
nonverbal behaviors than of others. We tend to be more aware of our face 
and head than of what we are doing with the rest of our body...Moreover, 
generally low self-awareness seems to be even lower with respect to the 
lower regions of the body, being lower in the legs and extremities (feet and 
hands) than in the head and arms. (Grove in Stewart 92) 

Using a mask during the rehearsal process could force the actor to focus on his body, to 

become aware of how he is moving and what his body is expressing. By eliminating the 

face as a primary means of expression and diminishing the use of language to 

communicate, the mask opens the door for the actor to concentrate on this more fully 

expressive, emotionally engaging method of communicafion. 

And what about the benefits for an audience? A play where the majority of the 

meaning is conveyed through the digital aspects of language but does not fully employ 

the use of nonverbals may engage the audience's mind and intellect, but will fall short in 

terms of emotional engagement. Plays are meant to be performed. Most directors view 

the script as merely the blueprint for the theatrical experience. The words alone caimot 

hope to convey the complexity of the universals contained within the text. 
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Take, for example, a scene in which two characters who have not seen each other in 

twenty years accidentally meet. An actor's body or physicality begins the process of 

communicating even before the voice is heard or a line is presented. From the moment 

an actor walks on stage, the audience is responding to the information being conveyed 

about how the actor feels about this chance meeting, what relationship these two have had 

in the past and how they might respond to the current situation. Audiences automatically 

create meaning when they perceive stimuli—verbal and nonverbal. The process caimot be 

stopped. An audience does not wait until a line is spoken to make meaning. When 

spoken, the line sinks into a context that has already been constmcted from available 

nonverbal information. 

Clearly, the traditional approach to rehearsing a play has serious drawbacks. By 

working from the particulars to the universals in a logical manner, directors squelch much 

of the emotional and physical potential of the performance. If, instead, the director could 

stmcture the rehearsal process in which the universals, the emotions, were explored first, 

a new and exciting result could be achieved. 

Another drawback to the current system of play directing is the focus on an 

intellectual form of analysis. Instead of working from the analytical to the emotional in 

rehearsals, the process could be reversed. The director must focus the rehearsals to begin 

with the emotional and work toward the cogiHtive. This can be achieved by saving the 

specific modes of verbal expression, the particulars of the lines, until much later in the 

process. By guiding the actor in working from the nonverbal to the verbal, the director 

could open a much wider range of possibilities of expression. The potential of using non-

verbals to create messages is so powerful that it should not be ignored. 

A mask methodology can be a key element in activating the nonverbal in 

performance. In a relational sense, the mask can be wom to explore the nonverbal 

mearúngs between characters. This action cuts off the text, the umbihcal cord of the 
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modem actor, and takes away the face, the most used part of the body for emotional 

expression. Using a mask challenges the actor to express his relational connection with 

the other characters in a more physical and theatrical manner. The mask is the key to 

unlocking additional layers of meaning by forcing the actor to come to terms with the 

emotional and attimdinal aspects of his character and express them with his body. By 

concentrating on nonverbal communication, the mask can open the possibilities of a 

richer and fuUer performance. 

Once in rehearsal, the director must lead the actors through a series of carefully 

crafted exercises and improvisations in order to engage the actor in the work with the 

mask. By delaying language as a mode of expression until later in the process, the 

director focuses the actor on communicating the universal emotions of the play through 

the use of nonverbals. Once this form of expression has been fuUy realized, the director 

can then release the actors to augment their messages through the words of the script. 

Although this requires the director to undergo a great deal of advance preparation, 

directors who shoulder the responsibility can create a new type of rehearsal which wiU 

culminate in a more emotionally complex and physically engaging performance. 

Survey of the Literamre 

Although much has been written about masks and their use on stage, no study has 

been conducted about using the mask as a rehearsal tool to cuHninate in a performance 

sans mask. With the advent of the modem theatre, there was a movement among theatre 

artists to revive the communal theatre of the past in a reaction against realism and 

naturalism. In March of 1908, Edward Gordon Craig began publication of a new 

periodical entitled "The Mask." This publication had a great impact on theatre artists of 

the anti-realistic movement and it was from this trend that experimentation on the concept 

of masking began to occur. Craig's book On the Art of Theatre established him as the 
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prophet of the new theatre that was fighting against realism. Other important sources on 

Craig's work include Denis Bablet's book Edward Gordon Craig translated by Daphne 

Woodward, Craig's own books entitled Scene. The Theatre Advancing and A Living 

Theatre, Irene Eynat-Confino's book Beyond the Mask: Gordon Craig. Movement. and 

the Actor , Theodore Herstand's article "Actor-Uber-Marionette" and numerous articles 

written by Craig for his periodical entitled "The Mask." Craig wrote for this joumal both 

under his own name and under the pseudonyms John Balance and John Semar. 

Craig was an important practitioner of the mask. He wanted to remove the theatre 

from realism and retum it to a more rimalistic form that emphasized the universal rather 

than the particular. To accomplish this, he advocated replacing the human actor with the 

symbolic uber-marionette. 

To cover the actor's face with a mask would depersonaUze him, make him 
'un-natural'; it would compel him to pay attention to his movements, to 
rely on his physical means of expression, to re-create instead of 
reproducing. The mask is a safeguard against realism, a guarantee against 
the emotions. It tums a man into an uber-marionette, it forces the actor to 
play in a symboHcal style, having himself become a symbol. (Bablet 110) 

This did not mean that Craig wanted to tmly banish human actors from the stage. 

Instead, the uber-marionette was a metaphor for an unselfish actor who would circumvent 

his own personal ego for the overall vision of the work- this vision, of course, being 

Craig's. In this way, Craig, as dfrector, had complete artistic control over the work. He 

beheved that this was necessary in order to effectively shape the symbolic namre of the 

piece to create his vision of total theatre. 

This concept of the actor and his role leads naturally to a new techi que of 
acting. The actor must cease to express himseifaná begin to express 
something else; he must no longer imitate, he must indicaîe. Then his 
acting will become impersonal, he will lose his 'egoism' and use his body 
and voice as though they were materials rather than parts of himself To 
this end a symbolical style of acting must be devised, based on the power 
of the creative imagination. (Bablet 109) 
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Craig wanted to devise a new style of acting that could recreate the communal 

theatre of the past. To this end, he devised his theory of the uber-marionette, a masked 

actor that would function as symbol. Craig's masked actors would commimicate through 

a series of precise stylized movements remiiHscent of the oriental Noh. This symbolic 

pattem of movement formed a part of a total aesthetic that Craig hoped would effectively 

create a new type of theatre that would circumvent the realism that so permeated his day. 

Craig wanted actors to remain masked onstage. He did not consider using masks as a 

rehearsal device to culminate in a performance without masks. 

The work of Vsevolod Meyerhold is important to explorers of the potential of the 

mask. During the course of his career, Meyerhold developed a mask methodology as a 

means to rediscover the essence of theatre~the joy and magic of theatricality. He wanted 

to revive the art of the comedian, the magician, the juggler, the mime, and the acrobat—all 

of those entertainers of the past who rejoiced in the skiU and artistry of performance, 

whose dexterity and technique were not bound by the influence of naturalism. Edward 

Braun is the authority on the theatre of Meyerhold. He has translated and edited 

Meyerhold's writings and theories in his books Meyerhold on Theatre. 

According to Braun, Meyerhold wanted to rescue the Russian theatre of his day from 

its preoccupation with literature, its insistence on becoming a mere imitation of life that 

sought only to embody the realities of everyday existence. He believed theatre had lost 

its theatricality, its essence that had been embodied in the ancient theatre of the Greeks 

and the Commedia dell' arte. He wanted to retum to the forms of popular entertainment, 

to explore the possibilities of movement, dance and gesture through the rediscovery of the 

theatrical techniques that seek to rejoice in the art of the performer. 

With this goal in mind, Meyerhold developed his concept of the mask. To 

Meyerhold, the mask was not a physical object to be wom on the face, but a method of 

acting that used the entire repertoire of the actor to embody the complexities of character. 
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In Meyerhold's stylized theatre, gradual character development was unnecessary. "The 

essence of human relationships is determined by gestures, poses, glances and silences" 

(Braun 56). The actor who mastered these concepts and used his body as a mask 

provoked an instant identification with the audience. 

Characters created through the use of the principles of the mask are multi-faceted 

and reveal a montage of images. "There is a sinister ambiguity in the mask" (Braun 79). 

Braun further states that this ambiguity is represented by two opposite extremes in the 

character, as in the familiar mask of the commedia's Arlecchino, who is both a foolish 

buffoon and an all-powerful wizard. Yet there are shades and variations between these 

two polar opposites that the mask enables the actor to reveal. 

This stylized acting contrasts sharply with the Stanislavskian method of the day. In 

Meyerhold's theatre, the actor, through a detached emotional state, is able to reveal 

character and, at the same time, comment upon it. The theatricality of the performance is 

never in doubt. There is no pretense or illusion of reality. The principles and concepts of 

the mask facilitate the art of the performance. 

Like Craig, Meyerhold was interested in the mask in performance. Although 

Meyerhold's mask was oftentimes not a physical object that was wom on the face, H was 

nevertheless present as part of the theatrical event. Face painting, costume, and props 

worked together with the actor's physicality to help make up the mask in Meyerhold's 

theatre. Meyerhold's concept of the mask included the entire repertoire of the actor to 

embody the physical and emotional complexities of character. 

An interesting concept raised by Meyerhold's work is that the use of masks may be 

particular to a certain range of theatrical styles. Can an extremely presentational 

approach include enough depth of performance to translate beyond the images of the 

clown and the acrobat? Although Meyerhold sought the essence of theatricality, he was 
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often criticized for his lack of success creating emotional substance beneath the dexterous 

facade. 

A contemporary of Meyerhold who was more successftil in creating emotional depth 

was Evgeni Vakhtangov. According to Sonia Moore in The Stanislavsky System. 

Vakhtangov was an admirer of Meyerhold's productions and praised the extemal form 

that he was able to achieve. Moore states that Vakhtangov was critical, however, of the 

lack of emotional depth in Meyerhold's performances and thought that Meyerhold often 

imposed a form that had little to do with the intemal essence of the characters and the life 

oftheplay. 

When Vakhtangov joined the Moscow Art Theatre in 1911, he was an ardent disciple 

of Stanislavsky's program of psychological reality and of creating the tme life of the 

characters on the stage. He condemned theatricality as the symbol for everything bad in 

the theatre of the day, and his early productions were praised for their inner psychological 

tmth. His devotion to principles of realism was absolute, and his work was sometimes so 

psychologically real as to border on the hysterical (Moore 79). 

It was only in Vakhtangov's later work that he began to experiment with exposing 

the Hmer tmth of the character through the exploration of a precise extemal form. 

Gorchakov, in his book The Vakhtangov School of Stage Art. discusses Vakhtangov's 

methodology. Characters became extemally exaggerated, but the grotesque facade 

always tmthfuUy expressed the intemal emotions. Form and content harmonized in his 

best works which culminated in his final triumph-Gozzi's Princess Turandot. 

Vakhtangov named his new theatre "Fantastic," or "TheatricaL' realism. 

He believed that an actor who lives the inner experiences of a character 
must embody them with creative imagination...His aim was the synthesis 
of imaginative sculptural form and inner tmth. (Moore 87) 
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Although Vakhtangov did not use the term "mask," his search for a precise form that 

expressed the intemal tmth of the character represents a use of the concept of the mask. 

Vakhtangov's work was continued by a student and actor by the name of Michael 

Chekhov. Throughout the course of his career, Chekhov expanded Vakhtangov's 

theories. His ideas are contained in his book To the Actor and in Charles Leonard's 

Michael Chekhov's To the Director and Playwright which contains translations of 

Chekhov's work by the same name. 

According to Chekhov, the mask is "...the character with all his characteristic 

features...it is a means of revealing and expressing him to the utmost on the stage" 

(Leonard 104). The different elements of the mask work together to achieve a multi-

leveled performance. These elements include but are not limited to dialogue, feelings and 

emotions, objectives, and the disguises used to hide the tme emotions of the character. 

For Chekhov, then, the mask is the character itself and is comprised of all the 

intemal and extemal elements that the actor uses or experiences that work together to 

make up that character. Chekhov expanded the concept of mask into physical action and 

developed the constmct of the psychological gesture as an altemative to intellectual 

analysis that engages the imagination of the actor in a concrete, physical manner. 

...the strength of the movement stirs our will power in general; the kind of 
movement awakens in us a defmite corresponding desire, and the quality 
of the same movement conjures up our feehngs. (Chekhov, To the Actor 
65) 

Chekhov described two kinds of gestures in To the Actor-the ordinary and the 

archetypal. He argued that ordinary gestures are not capable of engaging the actor 

because they are too weak. They are the gestures of everyday life. Archetypal gestures 

engage the entire being of the actor-his body, his psychology, and his soul. 

Chekhov classifies the psychological gesture as archetypal. The tme psychological 

gesture is simple and has a definite, repeatable form. For Chekhov, a psychological 
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gesture is an embodiment of the actor's psychological presence onstage. (Chekhov 177) 

Its goal is to summarize the psychology of the character and express it in an easily 

identifiable form. By determining the main desire of the character and executing the 

psychological gesture to its fullest potential, the actor engages his emotions. For 

Chekhov, precise extemal form leads to a fuU, intemal performance. By starting with the 

body and executing an archetypal gesture, the emotions are engaged and performance is 

completed. 

Antonin Artaud in his book The Theater and Its Double also advocated the use of the 

mask. He was not only concemed with the physical mask that exaggerates and enlivens 

the visual aspects of personality, but a language of signs and gesmres expressing the 

subconscious that generates the need for speech. Artaud wanted to reshape the essence of 

theatre by retuming to a primordial state beyond the confmes of the material world. His 

theoretical theatre would be a theatre of metaphysics that tapped into long buried 

emotions and thoughts capable of expressing the tme state of a troubled existence. 

Artaud looked to the Oriental theatre whose tradition of gesture and movement has been 

codified over centuries and found an expressiveness that went far beyond the realistic 

theatre of the day. He argued for a theatre of plasticity and physicality, a theatre filled 

with gesture and movement whose goal was the "elucidation of a spiritual state or 

problem" (Artaud61). 

To Artaud, the secret of this unique form of expression found its roots in the actor's 

breath, which could unearth emotions that are localized in specific parts of the body. 

These specific points of reference correspond to the Chinese acupuncture points. By 

breathing from these centers, an actor could evoke emotions that have been stored for 

great lengths of time, not only in himself but in the spectator. The physicalization of 

these emotions resulted in a gestural score of actions that would connect actor and 

audience. The mask for Artaud was both the physical object wom on the face and the 
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gestural score of actions that communicated universals and elucidated problems to form a 

common bond between actor and audience. 

Jerzy Grotowski created the Polish Laboratory Theatre in 1959. He publicly 

explained his concepts in his book Towards a Poor Theatre. Although Grotowski studied 

the writings of Artaud, he criticized Artaud for a lack of methodology to access his 

theoretical concepts. To Grotowski, the means of achieving a fully realized theatre event 

is through a process of "via negativa." 

In terms of formal technique, we do not work by prohferation of signs, or 
by accumulation of signs (as in the formal repetitions of oriental theatre). 
Rather, we subtract, seeking distillation of signs by eliminating those 
elements of "natural" behavior which obscure pure impulse. (Towards a 
PoorTheatre 18) 

Grotowski sought the realization of an extemal artifice that would evoke the spiritual 

essence of the actor. Through the composition of a physical score of actions, the inner 

essence of the actor would be released in a tmthful and evocative manner. Grotowski 

concentration on constmction of the form and composition of the physical signs that 

would express the inner conflict of the character without cliché or stereotype. Once the 

score was realized, the execution remained constant but the impulse, the tmth behind the 

mask, was revealed. 

A series of exercises focusing on the individual actor and his or her personal 

attributes made realization of the score possible. Each participant had his or her own 

physical and emotional obstacles to overcome and Grotowski used his exercises to reveal 

and eradicate these problems. Obstacles are blocks that the actor experiences and they 

prohibk him from releasing himself into the exercise. The fear of feeling foolish or an 

inability to take risks are examples of emotional obstacles that Grotowski wanted to 

overcome. A physical obstacle might be a gesture that is classified as a natural behavior 

but obscures the pure impulse of the actor. The idea was to avoid producing an arsenal of 
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technique though which the ideas could be communicated, but rather to eliminate the 

obstacles in order to allow the essential elements of the actor's spirimal essence to flow. 

It was only after these obstacles had been stripped away that the development of the 

score of signs became possible. Grotowski developed a unique concept of the mask. 

In the poor theatre the actor must himself compose an orgaiHc mask by 
means of his facial muscles and thus each character wears the same 
grimace throughout the whole play. While the entire body moves in 
accordance with the circumstances, the mask remains set in an expression 
of despair, suffering and indifference. The actor multiplies himself into a 
sort of hybrid being acting out his role polyphonically. (Grotowski 77) 

Not only did the entire body become a mask in Grotowski's theatre, but the face 

became a fixed expression, a constant facade that was derived through the constmction of 

the score and never changed despite the body's expressiveness. Grotowski varied from 

other practitioners in that his concept of the mask of the face does not change as the body 

movements change. It remains fixed and immobile in performance, changing only in the 

spectators perceptions as they observe the actor's bodily movements. 

Grotowski attempts to produce a pure, spiritual state in the actor through a precisely 

choreographed physical score was not unique, but his method of achieving the spiritual 

state distinguished his work from others before him. By stripping away the banalities of 

expression and removing the personal obstacles of each individual actor, Grotowski 

achieved a distinct style of acting Artaud was unable to attain. Grotowski's use of a 

frozen countenance to express the self behind the mask is an important landmark. His 

theories are further discussed by Raymonde Temkine in the book Grotowski. 

Bertolt Brecht spent much of his career focusing on the extemals of character while 

developing his concept of epic theatre. Brecht's theoretical views are contained in A 

Short Organumfor the Theatre which is edited and translated by John Willet as a portion 

of his book Brecht on Theatre. Brecht outlined his goals for a theatre that forces the 
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audience to think and, consequently, to change. Other important sources of information 

on Brecht's vision are his prompt books. These chronicles contain detailed accounts of 

rehearsals and performances of Brecht's famous productions. In addition, Joachim 

Tenschert's article "The Mask at the Berliner Ensemble" contains valuable insights on 

Brecht's use and concept of the mask. Although these references are useflil, the best 

source for determining the style of Brecht's work are his scripts. 

Brecht's plays are didactic in content, that is, morally instmctive, and dialectic in 

form. According to Harrop and Epstein in Acting with Style. Brecht's dialectic was 

based on "the coexistence of opposites, the merging of thesis and antithesis...in a word, 

dynamic ambiguity" (Harrop and Epstein 273). Brecht was concemed with showing the 

plight of man caught in a capitalistic society. Brecht exemplified this condition through 

the conflict of opposites. The character Mother Courage represents the dialectic of both 

profit and suffering. She is businesswoman and mother. She makes her living by 

gamering profit from the war yet her children are potential victims of the institution to 

which she is selling her goods. For Brecht, contradiction leads to thinking. Thinking 

leads to change. 

Brecht did not reject emotions in the theatre although he despised the self-indulgence 

of emotions. He believed that if an audience gives themselves up to the emotions of the 

moment to such an extent that the emotions become real, they are incapable of viewing 

the event critically and are therefore prevented from leaming intellectually. To counter 

this problem, Brecht developed his principles of alienation and historification. By 

making an event strange or keeping it at a distance from present reality, audience 

members can see implications more clearly and are more likely to make sound judgments. 

The episodic nature of Brecht's work fiirther supported this theory. Episodic stmcture 

never allow an audience to become too comfortable or to get too caught up in the events 

on the stage. 
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The unique task of the actor in Brecht's epic theatre is extremely challenging. An 

actor portraying Brecht's characters should develop a persona through doing the action 

and then comment on it by deciding how he feels or thinks about it. This duahty of 

performance is similar to storytelling or reporting. The actor is telling the audience what 

the character did, and then commenting on their actions. Constant questioning of the 

character and their action is an important task for the actor when approaching the role. 

By presenting the character in the third person and commenting on it, Brecht's actors 

had to perform with an entirely different kind of mask. In paragraph seventy of Brecht's 

Short Organum for the Theatre. he states, 

The fimction of the mask is thus to reveal aspects which invite the 
spectator to judge what he sees, and to help, by visual means, to pinpoint 
the characters in society, by establishing their way of thought and their 
behavior. (Tenschert 50) 

Brecht's Epic Theatre offers a number of challenges for the director and actor in 

achieving style. One of the most intriguing of these is his concept of gestus. According 

to Harrop and Epstein in Acting with Stvle. a gestus is a refined and firmly outlined 

physical representation of a thematic idea. Each scene has a gestus. Each character 

within that scene has a gestus that must support the overall concept. It is the job of the 

director to shape each segment of the play to communicate an overall gestus or 

gmndgestus. It is the work of the actor to contribute to the whole with his or her 

individual gestus. Every movement, every gesture becomes critical. 

Brecht used masks as part of his alienation effect to distance the audience so that 

they could reflect on the issues and characters. It also helped the actor communicate the 

social gest of the play. For example, in Brecht's production of Caucasian Chalk Circle. 

the actor playing Gmscha did not wear a mask whereas the characters that surrounded 

and haunted her did. This served to alienate her from the stage world that was so hostile 

to her. In The Resistible Rise of Arturo Ui. clovm-like masks were wom to emphasize 
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the violence of the gangsters in relation to the mockery of the circus. Many times, 

however, the actor's mask was his overall physical presence. His use of gesture, cosmme, 

and props combined with the distancing viewpoint of the actor as reporter was enough to 

provide a very effective mask for the audience. 

Thus far, we have examined a number of theatre practitioners who have used the 

concept of the mask in performance for a variety of different effects. Although their 

theories offer important insights into the concept of masking and iUustrate the wide range 

of possibilities masking offers, they are all directed toward performance. None of the 

theorists used the mask as a tool to free the actor in rehearsal that will culminate in a 

performance sans mask. 

The concept of using the mask to stimulate the actor was first utilized by Jacques 

Copeau. He began by using masks in his acting classes as a way to free the actors from 

their inhibitions. Copeau started with a neutral mask to assist his actors eliminate 

personal idiosyncrasies. Later, he developed a mask that was invested with more 

expression as a tool to develop character. Eventually, Copeau utihzed masks in rehearsal 

that would culminate in both masked and immasked performances. Copeau's work is 

discussed in detail in Sears Eldredge's Masks: Their Use and Effectiveness in Actor 

Training Programs and in articles by J. Chiari, Waldo Frank, Albert Katx, Barbara 

Kusler Leigh and A.G.H. Spiers. Copeau himself wrote articles entitied "An Essay of 

Dramatic Renovation: The Theatre du Vieux -Columbier" translated by Richard Hiatt 

and "Remembrances of the Vieux-Columbier" translated by Nanette Sue Flakes. 

Copeau's work was unique because a portion of his experimentation was directed 

toward performance. He used masks in rehearsal with the intention of discarding them 

prior to production. Although other practitioners use masks as a tool in actor training, no 

others have used the mask to work toward an unmasked performance. 
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According to Bari Rolfe in her article "The Actor's Worid of Silence", Copeau used 

a training technique whereby 

Copeau considered the mask to be a means and a tool for the actor who 
will play without mask, for by eliminating facial mobility and voice from 
among his resources, the actor with an objective fmds ways of making his 
body'speak.' (Rolfe 397) 

The theory developed in this chapter shares certain impulses with Copeau, but also 

determines major differences between this study and Copeau's work. The types of masks 

utilized represents one of the most cmcial differences. Copeau used both the neutral and 

the character mask in his school at the Vieux Columbier. Copeau believed the neutral 

mask helped the actor eliminate personal idiosyncrasies whereas the character mask 

assisted the actor in developing a particular character trait. Both goals are important 

components in creating a new approach to acting for today's theatre, but Copeau believed 

the mutually exclusive. Prior to this study, the two strains of the mask have been used 

separately, one foUowing the other in a progressive manner of study. In this project, the 

neutral and character masks are combined into a single mask in the hopes of shortening 

and intensifying the character development process. 

Two men worked with Copeau and initiated further use of the mask in a classroom 

or training situation. Michel Saint-Denis, in his series of lectures included in The 

Rediscovery of Style. taUcs about his work with Copeau and their use of masks. Saint-

Denis also discusses his school at the Old Vic where mask work became an integral part 

of actor training. He used four neutral masks that represented the various stages of life: 

adolescence, yoimg adult, middle adult and old age. 

To us, a mask was a temporary instmment which we offered to the 
curiosity of the young actor, in the hope that it might help his 
concentration, strengthen his inner feelings, diminish his self-
consciousness, and lead him to develop his powers of outward expression. 
A mask is a concrete object. When you put in on your face, you receive 
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from it a strong impulse which you have got to obey. But the mask is also 
an inanimate object which the personality of the actor will bring to life. 
As his inner feelings accumulate behind the mask, so the actor's face 
relaxes. His body, which is made more expressive by the very immobility 
of the mask, will be brought to action by the strength of inner feeling. 
(Saint-Denis 103-104) 

The other important theatre artist that continued Copeau's work was Jacques Lecoq. 

Lecoq founded the L'Ecole Jacques Lecoq in December 1956 as an intemational 

professional school for mime, movement and the mask. Lecoq began work with the 

neutral mask in order to eliminate the actors personal idiosyncrasies and engage the entire 

body in the communication process. Once the actor developed a sense of selectivity and 

control through the neutral mask, Lecoq advanced the actor to the character mask. In this 

stage of development, the actor leamed to take impulses from the mask, to absorb what it 

has to offer and express it flilly through his entire body. Lecoq's work is discussed in 

detail in Bari Rolfe's article "The Mime of Jacques Lecoq." 

Two other practitioners who studied under Saint-Denis and Lecoq have continued 

their work today. Bari Rolfe in his book Behind the Mask discusses the various types of 

masks and how each can be used toward a more expressive acting experience. In addition 

to his review of the neutral and character masks, Rolfe includes another version of the 

mask he developed as a tool for actor training-the countermask. The countermask trains 

the actor in contradiction. It encourages them to reject the obvious in favor of its 

opposite. Rolfe says of the countermask, 

A mask, or an individual, makes a certain impression on sight. When 
subsequent events or closer acquaintance give the lie to that impression, 
when we leam that things are not always what they seem, we are in the 
presence of mask and countermask. (Rolfe, Behind the Mask 33) 

Although Rolfe's work with the mask is well known and respected, it is limited to use in 

the classroom or by a masked performance. Nowhere does Rolfe discuss rehearsing in a 

mask to culminate in a performance sans mask. 
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Libby Appei's Mask Characterization: An Actin^ Prnr.pss Hpsrnhpg a method of 

using the mask in a classroom setting. Through a series of acting exercises, Appel takes 

the student through a joumey of character development centered on the mask. The 

exercises are cumulative, building upon one another as the actor gains confidence in his 

ability to take personal risks and build the personal life of his character. The process 

spans an entire semester, and contains a number of valuable exercises. 

Appel's book is intended for a classroom setting but many of the exercises could 

easily be adopted to a rehearsal situation. The process could be intensified and 

compressed, and there are several excellent suggestions. One of the most valuable 

aspects of Appel's work is a section on how an actor can stmcture the proper atmosphere 

for meeting the mask. She includes advice on how to stmcture the environment, how to 

keep a joumal of discoveries and how to begin the process between the actor and the 

mask that wiU be most conducive to discovery. 

Finally, Appel addresses what most mask theorists leave to chance-the subject of 

scoring. Many of her early exercises are geared to exploring the emotions that the mask 

evokes in the actor. The next step, according to Appel, is to find the physical centers that 

each of these emotions evoke and then to work with those centers to develop a score of 

actions. Once that is accomplished, Appel's exercises encourage the actor to find 

simplicity and form within the score. This is a cmcial aspect of masked acting and one 

that many educators tend to ignore. Appel's work is a valuable resource but she does not 

advocate using masks in rehearsal to culminate in an unmasked performance. 

In his book Impro. Keith Johnstone discusses his work with the development of 

mask characters in a classroom setting and focuses on the trance state and how it is 

achieved. To Johnstone, 

A mask is a device for driving the personality out of the body and 
allowing a spirit to take possession of it. (Johnstone 148) 
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The actor must lose himself in the mask and allow himself to slip into a trance state. 

Without this transformation, the mask is not "inhabited." 

Despite his emphasis on trance and possession and his exhaustive descriptions of 

specific instances in which an actor lost himself in a moment with the mask, Johnstone 

provides interesting exercises and approaches that could be incorporated into a masked 

rehearsal process. He describes, in detail, his method for begiiming the work and his use 

of props and costume pieces to augment the masking experience. Johnstone lists specific 

improvisations and explains how the work should gradually develop from unstmcmred 

exploration to the point of more complex scene studies. 

Johnstone believes, however, that there are only a specified number of characters 

that can be elicited from the masks. He believes that each mask has a prescribed way of 

acting despite the personality or prejudices of the wearer. Johnstone's assumption is 

limiting and fails to take into consideration the personal and unique life of the actor who 

will wear the mask. 

Johnstone also discusses his use of masks in a production. He advocates rehearsing 

the actors without masks and then, only after they have mastered their roles, does he 

introduce this plastic element. This is the opposite approach from the one proposed in 

this study, whereby masks are wom in rehearsal and discarded prior to production. 

Johnstone's methodology seems to eliminate a powerful potential of the mask: the 

physical and vocal expression that comes through the development of character through 

wearing the mask. 

According to his writings, when Johnstone adds the mask at the final stage of the 

process, the actors begin to wander around the stage and sometimes lose the focus of the 

moment that has been rehearsed. They cany mirrors, and another mask will hold up the 

mirror to bring his or her partner back into the context of the play. He describes this 

happening during performance as well and seems happy that the actors are in such a 
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trance that they lose themselves in the moment. His descriptions sound both 

undisciplined and indulgent. 

For an actor to use the mask to lose self and to wander without focus during a 

performance seems to be an abuse of the mask's power and an indulgence best left in the 

classroom, not imposed upon an audience. The separation between the mask as a 

ritualistic and religious element and the mask used in the production of theatre must be 

considered. 

David Napier, in his book Masks. Transformation. and Paradox discusses the ritual 

origins of theatre. He concludes that, although theatre might have its roots in the 

Dionysian dances, there must have been a separation between religion and theatre in 

terms of form. The religious dances with masks were uncontroUed and orgiastic, whereas 

the drama was stmctured. These two ideas do not mesh, and it would seem that a 

separation between an uncontrolled possession by the mask and a planned and stmcmred 

score of actions occurred even at this early stage of theatre. 

A number of modem playwrights have used masks as an integral part of their work. 

Eugene O'NeiII advocated the use of masks in his essay "Memoranda on Masks" in 1932 

and experimented with their use in his plays Lazums Laughed and The Great God Brown. 

Genet's The Maids and The Balconv use the concept of the mask as metaphor. In his 

more styhzed The Blacks and The Screens. Genet called for actual face coverings to 

satirize the white audience and to depict certain social types. 

Alfred Jarry's UbuRoi required the satiric mask by depicting the title character as a 

totally debased and cormpt puppet. In John Arden's The Happv Haven. the old people 

played by young actors wear masks that show them as types rather than as real people. 

Jean-Claude van Itallie used masks in Interview. The employment agency personnel 

wore depersonalized masks as they interviewed prospective employers. 
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Experimentation with masks spans many countries. Garcia Lorca in Spain utilized 

the concept of the mask as did August Strindberg in Sweden, Goethe in Germany, and 

Yeats in Ireland. Even George Kaiser's From Mom to Midnight used masks for the 

prostitutes as a part of the expressionistic movement that occurred in Germany. 

In Italy, Luigi Pirandello, was fascinated with the mask. The idea of masking as a 

social and psychological constmct became a hallmark of Pirandello's work. He explored 

the basic themes of illusion versus reality and tmth versus pretense. Pirandello believed 

that man had to constantly work to cover up his tme self with a mask, that knowing 

another person is impossible because we only allow others to see what we allow. In his 

second version of Six Characters in Search of an Author. he called for the characters to 

wear masks. 

The masks wiU assist in giving the impression of figures constmcted by 
art, each one fixed immutable in the expression of that sentiment which is 
fimdamental to it. That is to say in REMORSE for the FATHER, 
REVENGE for the SETPDAUGHTER, CONTEMPT for the SON, and 
SORROW for the MOTHER. (Pirandello, Six Characters in Search of an 
Author23) 

A contemporary dramatist who uses the idea of the ritual mask is Peter Shaffer. In 

his play The Royal fíunt of the Sun. Shaffer uses masks to establish the wealth and 

grandeur of the Incas. In Equus. actors who play the horses are masked and fimction 

much like a Greek choms. In his stage directions he states, 

Great care must also be taken that the masks are put on before the 
audience with very precise timing-the actors watching each other, so that 
the masking has an exact and ceremonial effect. (Shaffer 17) 

In addhion to the plethora of playwrights who utilize the mask, a number of modem 

directors have relied on the mask to communicate their vision to today's audiences. 

Charles Marowitz used masks in his production nf Artaud at Rodez in the scene where 

Artaud is taunted by his fellow actors. Max Reinhardt used masks to try to create a type 
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of theatre that would be similar to the Greeks in his productions of TheMiracIe. Faust II. 

Everyman and The Great World Theatre. Percy MacKaye produced huge public 

productions using masks that were designed by Robert Edmund Jones in an attempt to 

create a uniquely American drama. Cocteau used masks in his productions of Antigone 

and Oedipus Rex. In Sartre's The Flies. Charles Dullin used masks that were designed to 

look like gas masks in order to make a point about the Nazi's occupation of France. Jean-

Louis Barrault, a friend of Dullin's also experimented with masks throughout his career. 

Both of these men were influenced by their early years and their work with Copeau. 

A famous production that utilized masks was Tyrone Guthrie's Oedipus Rex in 

1954. Guthrie desired a ritualistic theatre that was reminiscent of the Greeks and sought 

to try to recreate that communal, symbolic theatre of the past. In his production, he used 

three different kinds of masks-the principle characters wore huge, oversized masks and 

moved with slow, stylized gestures. The choms had smaller masks and the supplicants 

wore masks that were even smaller. In this way, he emphasized the royalty of the main 

characters and their dominance over the other two groups in the play. In addition, the 

masks were made of different materials and boasted different expressions. Oedipus was 

conceived as the golden sun and Jocasta as the harsh moon. Guthrie said of Oedipus and 

his use of masks, 

Our attempt was to raise the performance to a level of religious ritual, both 
movement and speech being as 'abstract' as we dared make them. The 
reason for all this was to remove the characters and the story from the 
realm of the particular into something more nearly related to the universal. 
Oedipus, for instance, was not to be A King and A Man, but the 
embodiment of kingship and manhood. (The Foreign Producers Point of 
View 278) 

During the 1960's, there was a renewed interest in the mask among some of the more 

avante garde theatre groups. Many experimental theatres used masks including the Open 

Theatre and the Bread and Puppet Theatre. The use of masks in mime by such groups as 
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the San Francisco Mime Troup, the Swiss Mumenschanz and Eugenio Barba's Odin 

Theatre also reemerged during this period. These groups took their impetus from the 

work of Etienne Decroux and Charles Dullin who were both disciples of Copeau. 

There can be no question that there is a marked increase in the use of masks during 

the past century. Libby Appel's Mask Characterization: An Acting Process describes a 

method of using the mask in a classroom setting. Bari Rolfe in his book Behind the Mask 

discusses the various types of masks and how each can be used toward a more expressive 

acting experience. Icons in theatre such as Meyerhold, Vakhtangov, Grotowski and 

Michael Chekhov have used the idea of the mask as part of their theoretical and practical 

research. Modem artists such as Marowitz and Johnstone have addressed the issue as a 

part of their theories. But none of these have described a methodology of using the mask 

as a rehearsal tool to culminate in a theatrical performance. The next step to carry on the 

theory of masking is to use the mask as a tool in the rehearsal process to free the actor 

physically and emotionally in order to culminate in a performance sans mask. It is hoped 

that this performance wiU go beyond the realm of realistic acting to create a new style of 

performance that will engage the audience in a more meaningful and exciting manner. 

The Studv 

The phenomenon of the mask and its use by the actor has been the subject of 

extensive discussion. Actors generally agree that donning a mask releases the wearer 

from his personal inhibitions and allows him freedom to reveal emotions that he might 

ordinarily be too inhibited to express. Kenneth MacGowan, an important theorist of the 

mask states: 

When a man puts on a mask he experiences a kind of release from his 
inhibited and bashfiil and circumscribed soul. He can say and do strange 
and terrible things, and he likes it. (MacGowan and Rosse xii) 
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The mask also protects the wearer from judgment from these inhibitions, both from 

himself and from his observers. 

The mask in its transforming power simultaneously conceals and reveals, 
releases and controls, protects and intimidates, depersonalizes and 
identifies not only the mask wearer but those who watch. (Eldredge 21) 

The idea that the mask releases the actor and yet protects him from danger holds 

promise for the modem actor and director. Michael Goldman sums it up best in The 

Actor's Freedom when he says: 

The mystery and power of drama are captured in the mystery and power of 
its great emblem, the mask. The mask suggests the double movement of 
dramatic elation — both escape from self and self-discovery. The wearer 
of the mask both hides and reveals himself, he takes on the power and 
license of invisibility, the license of camival. (Goldman 47) 

The goal of this project is to find a way to hamess the power of the mask in a 

working methodology for the actor and director. Since it is acknowledged by mask 

theorists that the mask has the potential to free the actor physically and emotionally, this 

aspect of the project is not new. The existing methods have two basic functions: the use 

of the mask in a classroom setting or the implementation of the mask in performance. 

However, the use of the mask as a rehearsal tool to culminate in a performance sans mask 

is a relatively untried exercise. In addition, the concept of trying to capture the qualities 

of both the neutral mask and the character mask in one theatrical performance is unique. 

This study proposes to determine a way for a director and actors to merge the 

qualities of the character mask with the neutral mask in order to capture both the 

universal qualities and the particular complexities of the characters in a play. To this end, 

specially designed masks will be created and utilized in rehearsal for a production. The 

use of these masks will enable actors to capitalize on the qualities inherent in the two 

strains of the mask, neutral and character. Once the actors have explored and absorbed 

32 



the qualities of the mask, they will be discarded and the actors wiU attempt to bring their 

discoveries to the performance. 

In order to accomplish this, a unique methodology must be created for the director. 

The use of the mask in rehearsal demands an entirely new way of thinking about the 

rehearsal process. In order for this study to be successful, a specific directing 

methodology must be constmcted centering on the use of the mask and the unique 

qualities that it evokes in the actor. 

This is an important study for today's actor and director. Use of the mask for the 

development of character is one possible altemative to a naturalistic approach to acting. 

By covering the face and eliminating that avenue of expression, the actor can be forced to 

use his body in a creative manner to express emotions and ideas inherent in a script. The 

director and actors can rediscover the power of nonverbal communication and capitalize 

on its potential in order to achieve a more physically expressive style of acting for the 

fiiture. Nonverbal signals can be shaped much more effectively than words to emphasize, 

clarify and enhance the complex messages of the performance. Through the use of the 

mask, actors can be forced to rely on their bodies to encode and communicate messages. 

Why seek an altemative to realism in today's theatre? Why should we aHer the style 

of acting that has dominated our country for almost one hundred years? One important 

reason is to revitalize theatre performance. Revitalization has been the goal of our most 

important theorists since Stanislavsky. Theatre giants like Gordon Craig and Vsevolod 

Meyerhold have openly stmggled against realism in an attempt to revive the art of 

theatre. Craig in his periodical entitled "The Mask" and Meyerhold as translated by 

Braun in The Theatre of Meyerhold both argue that realistic theatre is concemed with 

specifics whereas the experimental should address more universal subject matter. The 

mask provides an ideal venue for experimentation because it assists actors in portraying 

types or concepts rather than particular individuals. 
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By combining the qualities of the neutral mask and the character mask in this 

project, a style of acting appropriate to contemporary dramatic literature can be reached. 

Personality and character have become complex issues in contemporary society and 

realism no longer addresses those intricate topics. A new style of acting is required that 

can reunite audiences with universal messages and still engage them in terms of 

individual complexity. Using a combination of neutral and character masks in a rehearsal 

situation that can culminate in a performance sans mask will test this theory. 

In addition, many modem theorists like Grotowski agree that the theatre of today 

cannot hope to compete with movies and television. To create realism on the stage is 

foolish when cinematic techniques can far outdistance a live performance with its limited 

visual world. Theatre today should revel in its imique qualities and exploit the inherent 

theatricality of the event. Unless it can find a way to uniquely express itself, many critics 

believe that modem theatre cannot hope to survive. 

The mask is known to free the actor emotionally and physically. It is a tool that can 

be used by the director to assist the actor in creating a more expressive style of 

performance. The goal of this project is to hamess the power of the mask in a working 

methodology for the actor and director which will culminate in a performance without the 

mask. 

In order to address the particulars and the universals in a given text, a combination of 

the neutral mask and the character mask must be designed and utilized. This combination 

of masks can create a new style of acting that will evoke community within the audience 

through the communication of universal themes and ideas and yet engage each audience 

member with the complexity of character exhibited by the actors. 
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The Methodolngy 

The Ph.D. in Fine Arts program at Texas Tech University allows for a Professional 

Problem to be used as a dissertation. The methodology required of the Professional 

Problem is that the doctoral smdent, using bibliographical research techniques, compiles 

extant theory in a specific area, distills that theory into a new or unique theory and then 

applies that theory to a professional problem. In this case, by compiling and distilling 

extant masking theories, a unique theory and methodology of working through rehearsal 

will be developed that can be applied to many theatrical productions. The study will 

result in a technique that can be utilized in the rehearsal process as a means of freeing the 

actor's expressive capabilities in order to promote a new style of acting. This theory wiU 

describe the use of the mask as a rehearsal tool to cuHninate in a performance without 

masks that is different in key aspects from all other mask theories. A methodology will 

be developed to apply this theory to the rehearsal process through the production of a 

play. There will be no attempt to evaluate the success of the application empirically. 

Instead, a record of subjective evaluations will be catalogued through a log included in 

the appendix. Subjective evaluations wiU be attempted in a chapter of conclusions. 

A series of exercises and improvisations wiU make up the methodology. The process 

will begin with an exploration of the actual properties of the mask and the resuHing 

physical and emotional centers that the mask inspires in the actor. This will be followed 

by a series of exercises designed to help actors create a history of the characters using the 

script as a springboard for discovery. Then, by tuming to the actual text, we will begin 

to explore the physical, vocal and emotional energies of the characters within the context 

of the scenes in attempt to discover what is hidden and revealed through the mask and 

how it can best be expressed. After creating a score of actions based on these discoveries, 

the actors wiU then remove the masks and attempt to retain the discoveries of the 

rehearsal process in performance before an audience. If successful, the result should be a 
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multi-layered, multi-faceted experience that communicates to the audience in a more 

meaningful and visceral manner. 

In order to conduct the study, a play had to be selected that included both universal 

qualities and particular stereotypes in order to engage the qualities of both the neutt-al and 

the character mask. Jane Martin's Keelv and Du is such a script. Keelv and Du concems 

a group of right-to-life activists that kidnaps a pregnant woman and attempts to hold her 

prisoner in order to prevent her from aborting her unbom child. 

When abducted, Keely is stmggling fmancially to take care of her invalid father. 

Her sense of duty and responsibility as a child to a parent provides an interesting 

counterpoint to her wish to abort her baby. It helps to make Keely a sympathetic figure, 

especially in the eyes of those audience members who have stmggled with caring for 

aging or infirmed parents. To further complicate the issue, Keely's pregnancy is a result 

of being violently raped by her alcoholic ex-husband. This factor creates additional 

sympathy for the character. Yet Keely is not an atttactive figure. Her language is coarse 

and her outlook on life is common. Despite all of the elements that work together to 

make her a sympathetic figure, she is ugly. She represents the part of our society that we 

do not want to acknowledge, the part that is stmggling. She has been beaten down to 

such an extent that she has ceased to look for good in the world. She only wants to 

escape her pain by pushing away everyone and everything that could possibly mean 

something to her. She personifies bittemess, 

Conversely, Du has chosen a different manner to deal with her loneliness. She 

escapes society's ills through religion and allows religious thoughts to mle her life. Du is 

a nurse who has witnessed countless abortions. She now devotes her life to stopping 

women from making what she perceives to be a deadly mistake. She has joined an 

activist group that will go to unimaginable exttemes to prevent young women from 

aborting their children. 
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Du is a sympathetic figure, except for the extreme measures she has taken to save the 

life of Keely's unbom child. Despite her fanaticism, Du is attractive. Her character is 

warm and inviting and her actions are often funny and endearing. The balance of 

sympathy between these two women shifts frequently during the play making it difficult 

for an audience to assign blame to either side of the abortion issue. 

Throughout the course of the action, the two female characters are ttapped by their 

loneliness and their inability to communicate. Both women stmggle to find meaning in a 

world where no one can connect. The extteme contradictions that exist in both 

characters serve to enhance the universal qualities inherent in the script. The focus is on 

fear, anger, despair, revenge, hope, fiiendship and joy. These common emotions provide 

an excellent canvas for the actor approaching character with the aid of the neuttal mask. 

In addition to the obvious, a mother's right to control her own body versus a child's right 

to life, the play deals with many other issues that are prevalent in contemporary society. 

Despite the universality, both of these women have particular aspects to their 

characters that negate focusing only on the neutral mask. Their situation is too specific 

and their reactions are too distinct. Although the passion of these two women about their 

situation is representative of the emotions of a large part of today's society, they do not 

tmly possess the absence of idiosyncrasies inherent in the neuttal face. 

Waher and Cole, the other two characters in the play, have many of the qualities of 

particular character types-grotesque exaggerations of character used to make extteme 

statements about types of people encountered in society. WaHer is the fanatic, a man 

whose beliefs have driven him to extteme fits of emotion. Cole is an abusive alcoholic. 

He is the ex-husband who suffers from a lack of conscious and wanders throughout life 

selfishly fulfiUing his own whims and desires. Neither of these characters conforms to 

the predictability of a ttue stereotypical role. As stated previously, the character mask 
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distorts and exaggerates one particular character trait. Walter and Cole are infmitely 

more complicated. 

The Organization of the Study 

Chapter I is entitled Inttoduction to the Study. In this chapter, the concept of the 

mask is defined. This is foUowed by an indepth description of a traditional rehearsal 

process and a proposed solution to its inherent problems through the use of mask theory. 

The Survey of Literature offers a discription of mask theories and the books and articles 

that the various theorists have written that describe their work. This is followed by a 

statement on why the study is important for directors in today's theatre. The final section 

in chapter I describes the methodology for the project and proposes the use of the 

professional problem format for the dissertation. 

Chapter II is entitled the Evolution of the Theory. In this chapter, the historical 

background of the mask is traced from the Greeks through today with special emphasis 

on the two most common strains of masking-the neutral mask and the character mask. 

The methodology provides an introducfion to the principles outlined in the theory and is 

followed by the different phases of the process. These include the unique type of script 

analysis necessary for the mask theory, a description of exercises used in the rehearsal 

process and instmctions on how to weave the production elements into performance. 

Chapter III is the Application of the Theory. In this chapter, the methodology 

outlined in chapter II is applied to the rehearsal process of a particular production. The 

production, Keely and Du. was presented in the Lab Theatre at Texas Tech University in 

the fall of 1995. Finally, a subjective evalutation is included in a conclusion chapter 

foUowed by appendixes pertinent to the project. 
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CHAPTER n 

THE EVOLUTION OF THE THEORY 

Introduction 

Mask theories vary as widely as the style of acting practitioners worked to achieve. 

Edward Gordon Craig wanted a symbolic performance that would eliminate the 

personality of the actor. Vsevelod Meyerhold strove for instant character identification 

that would create a purely theatrical type of theatre. Michael Chekhov searched for 

archetypal gestures that would engage the entire being of the actor. Both Antonin Artaud 

and Jerzy Grotowski wanted to create a score of physical actions revealing the inner 

essence of the actor. Jacques Copeau was the first director to use the mask as a ttaining 

tool in classroom and rehearsal situations to free the emotional and physical world of the 

actor in order to achieve a more fuUy expressive performance. 

The theory developed in this chapter shares certain impulses with Copeau, but also 

determines major differences between this study and Copeau's work. The types of masks 

utilized represents one of the most cmcial differences. Copeau used both the neuttal and 

the character mask in his school at the Vieux Columbier. Prior to this study, the two 

sttains of the mask have been used separately, one following the other in a progressive 

manner of study. In this project, the neutral and character masks are combined into a 

single mask in the hopes of shortening and intensifying the character development 

process. 

fíi.<;tnrica] Background 

Since the most ancient fimes, actors have wom masks. Ancient Greeks, Romans, 

Italians, Chinese and Japanese all used masks. The first actor was probably the early 
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hunter, who disguised himself to enact the ritual of the kilL The donning of the skin of 

the fallen animal enabled the hunter to transport himself It allowed him the freedom to 

express attributes of the animal more clearly. Released him from the constraints of the 

everyday, the wearer gained the ability to communicate the thrill of his victory in a 

ritualistic and theatrical marmer. This tradition probably developed into the art of acting 

although there is some question as to when this actually occurred. Robert Edmund Jones 

in The Dramatic Imagination cites evidence to support the theory that the earliest theatre 

was based on the Pyramid Texts of the Egyptians. Hieroglyphs indicate that these earliest 

dramas utilized characters and even included possible stage directions. There is also 

some suggestion that animal masks were used in these dramas, particularly in the 

Egyptian Abydos Passion Play. Despite Jones' fmdings, most historians typically think 

of the Greek festivals as the root of Westem acting. 

Tradition credits a Greek performer named Thespis with being the first actor. He 

supposedly stepped out of the choms of a Greek dithyramb and initiated dialogue that 

required him to impersonate a character. This changed the narrative dithyramb to a 

dramatic art involving impersonation and interaction between actor and choms. The 

number of actors appearing onstage increased through time but their number never 

equaled the number of characters in Greek plays. The earliest extant Greek plays were 

performed by three actors and a choms. Actors wore masks to differentiate characters 

and to allow for easy character identification. Polux, a Roman historian who catalogued 

the masks from antiquity, lists approximately thirty masks for comedy and nine for 

tragedy. They were categorized according to age, sex class, and facial expression. 

The Greeks developed two basic sttains of the mask: character masks and neutral 

masks. The character mask, sometimes called the satiric mask, is the oldest ttadition of 

masking. The character mask is distorted to reveal a particular character trait such as lust 
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or greed. The character mask shows man as less than he is because it exaggerates a 

particular feature. 

At once comic and sinister, the distorted mask stresses the wearer's 
ridiculous behavior as it suggests the grossness and depravity of which he 
is capable. The satiric mask isolates a characteristic, distorts or enlarges it, 
and freezes it permanently. (Smith 12) 

Character masks originated in the Greek old comedy. In this era of theatte, actors 

placed emphasis on the body and voice. Lustful characters wore huge phalluses to depict 

their sexual appetites and the gluttonous characters sported huge padded stomachs. The 

Greek old comedy satirized society and politics and its characters were often based upon 

famous personalities from the period. Old Comedy also used fantastic plots and 

characterizations to emphasize the satire. Representative plays that are extant from this 

period were all written by Aristophanes. 

A transformation occurred during the classical era as plays became more realistic in 

nature. New comedy, characterized by the plays of Euripides, depicts man as he tmly is. 

The distortion is downplayed and tme portrayal of character is important. Instead of the 

political and social satire of the old comedy, new comedy ridiculed domestic problems 

and used characters drawn from recognizable stock types. Masks became more realistic 

to reflect this change in the drama. It is important to note, however, that even though the 

plays presented more tme-to-life characterizations, they were still highly stylized in 

nature. The characters bore little resemblance to realism as we know it today. 

The other common mask that originated during the Greek classical theatte was the 

neutral mask. The neutral mask depicts man as greater than he acttially is. This is the 

mask of ritual and myth. By donning this mask, the wearer transformed himself from 

limited human existence and became one with the gods. His individual experiences were 

transcended and compressed into a figure representative of the experiences of his 

commimity. 
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The human experience is intensified and reduced to essentials; the human 
face is transformed by the mask into a symbol, into a huge image, an 
icon...The masker no longer has a human identity: he is transformed, he 
shares a moment with divinity. Effecting the union with the god, he acts 
out the stmggle on behalf of the entire community. (Smith 50) 

The neuttal mask was used in Greek tragedies. As tragedies evolved over time, a 

transformation occurred in the kind of masks that were used. The earliest masks for the 

old tragedy represented a neutral face which blurred the lines of individual character. The 

masks depicted status, age, and sex but did not show the idiosyncrasies that distinguish 

one person from another. The mask allowed the audience to judge the character by their 

deeds as opposed to who they were. In this way, the classical tragedies depicted 

universals rather than particulars. 

In later Greek tragedies, man was portrayed as he should be—an elevated ideal. 

These dramas called for masks that were larger than life. The later masks were wom with 

a huge headdress called an onkos. This same word, onkos was also used to described the 

elevated poetic style of the verse that raised the quality of the language above everyday 

speech. These larger-than-life portrayals called for a mask that could transcend man's 

everyday existence and transform him into a universal figure. 

Except in classical Greek tragedies, the neutral mask rarely appeared before the 

advent of modem theatre. One notable exception is the Japanese Noh theatre. The Noh 

drama offers its audiences a total theatrical experience, combining music, dancing, 

pantomime and text in a sophisticated performance style unlike any known in westem 

civilizations. Like the Greek tragedy, Noh drama utilizes a story previously known to the 

audience. Subject matter of Noh drama is based on Japanese history or myth and 

revolves around the main character working through his feelings relative to the particular 

situation. The process of the character coming to terms with his own humanity provides 

the basis for the theatrical experience. 
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Noh masks are acknowledged as some of the most beautiful and sophisticated in 

theatrical history. The relationship between performer and mask in the Noh theatte is 

unique. The lead performer, or shite, must chose the mask for each performance. The 

selection dictates the form of the theatrical event. The spirit of the mask and the actor 

must complement one another and the shite's choice will affect the emotional atmosphere 

of the entire performance. Further, selection of the appropriate mask affects all other 

elements of the production including decisions about music, costume and movement. 

The mask is the central element around which all other decisions are made. 

Noh theatre combines all of the theatrical elements to create images onstage that 

reflect emotions. The shite and the waki, the principal and supporting actors, use 

formalized gestures to portray universal concepts. As the event progresses, the shite wiU 

change masks to juxtapose the earthly and the spirimal. There are four different types of 

Noh masks: men, women, gods and demons. 

Many of the plays deal with heros and ghosts and concem spiritual, 
metaphysical, and moral problems. There is no dramatic conflict, for the 
action is a progression of emotional and moral states. The masks are 
symbolsofthesestates. (Smith 54) 

Except for classical Greek tragedies and the Noh plays, the neuttal mask was used 

less frequently than the character mask. Although the neutral mask and the character 

mask have been present since the origins of theatre, the most common of the two types is 

the character mask. The Kyogen, the farce interíude for the Japanese Noh, uses character 

masks. These short, farcical sketches that originated as performances between the acts of 

Noh plays later became an independent genre. Kyogen uses distorted masks of huge 

proportions and contains foUc humor peppered with an abundance of slapstick. The 

masks function as satire in these farces and help the actor ridicule types and classes of 

people. Kabuki, the elaborate entertainment for the common people of Japan and the 

comic counterpart to the more serious Noh, uses face painting similar to the Chinese 
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theatte. In Kabuki, men perform both male and female roles. The use of face painting 

assists the actor project the variety of roles in a highly stylized and theatrical manner. 

Ancient Romans used masks for theatrical and religious purposes. Because the 

Romans were very concemed with the afterhfe, death masks were constmcted for 

deceased nobility and were wom by live actors trained in impersonation. This actor 

represented the dead person during the funeral service. 

The use of masks for religious purposes affected the use of masks in the theatte. To 

distinguish between the death masks and the theatrical masks, those used for the theatte 

were grotesque and distorted. Death masks were realistic. Romans developed very little 

tragic drama and comedy became the most popular form during this era. The character 

mask is the mask of the Romans. The neuttal mask was not used and the character and 

neuttal masks were never combined. 

During the medieval period, actors depicted allegorical figures of death and the devil 

by wearing grotesque animal masks. Medieval animal masks were used as a type of 

character masking because they represented an extreme portrayal of base emotions. 

These common symbols were used to generate fear in the audiences about the dangers of 

sin and the all-powerful nature of God and the church. 

The next significant era of theatrical masking came during the time of the commedia 

dell'arte, which originated in Italy and lasted from approximately 1550 to 1750. 

Theatrical masks of the commedia were able to be understood because of the tradition of 

the camival. Disguise was an important part of the social life of the people during the 

medieval period. The tradition of wearing masquerade masks at masked balls and 

camivals became common throughout Europe during the Renaissance. 

The mask was associated with excitement, danger and escape. It was part 
of the social game and its convention that you were seen but not 
recognized when hiding behind a mask. (Sorell 66) 
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The mask was the central emblem of the camival. The masks were symbolic and gave 

the nobility freedom to do what decomm would not ordinarily allow. Masks also allowed 

the wealthy to mix freely with the lower classes. This tradition laid the groundwork for 

the masked actors of the commedia dell'arte. 

The commedia mask was a half mask. Once an actor found the role for which he 

was best suited, he would typically use the same character mask throughout his career. 

This practice conttasted with the Greek theatre. Greek actors wore full masks and 

changed frequently throughout each performance to portray a variety of characters. In a 

sense, the mask nuUified the personality of the actor in the Greek theatte. The commedia 

actor became endowed with the mask's personality. The mask symbolized the character 

and depicted a particular social type. These characters were easily recognizable to the 

audiences and an actor would work his entire career perfecting the physical nuances that 

accompanied his particular mask. The neutral mask was not utilized in commedia, and 

the neutral and the character masks were not combined. 

In ancient China, theatte originally emerged from dance rituals. There were many 

similarities between eastem theatre and the westem tradition of Commedia dell'arte. In 

both theatres, actors wore masks that were easily identifiable stereotypes and both kinds 

of actors began at a young age perfecting their portrayal of one particular role. Actors in 

both theatres developed their roles over the course of their careers and audiences leamed 

to identify with these characters as familiar old friends. Through centuries of 

development in the Chinese theatre, stylized makeup gradually replaced the masks of old 

traditions. The use of makeup is similar, however, to the ancient masking tradition. 

Color, for example, is used symbolically and for ease of identification. Heros are painted 

red, demons and devils are green. The white and black mask is representative of the 

simple face. Make-up can be used as a character mask by building up and exaggerating 

an actor's features. 
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The ancient Greeks originated the two common types of masks used in Westem 

theatre-the neutral and the character masks. AHnost simultaneously, the eastem 

civilization of Japan was developing masks with similar fimctions. The neutral mask was 

the mask of ritual and myth and was most often associated with tragedy. The character 

mask exaggerated a particular feature and distorted it for use in the comic traditions of 

farce and satire. The Romans continued the tradition of the character mask which 

eventually resurfaced in the popular ttadition of the commedia dell'arte in Italy in the 

sixteenth century. The eastem theatte of China was very similar to the Italian commedia 

dell'arte but utilized face painting in place of the half-mask of its westem counterpart. 

Both the neutral mask and the character mask have important functions in theatte. 

As previously stated, the neutral mask depicts the universals of human existence whereas 

character masks highlight the particulars. The two have not been combined into a single 

mask that carries the features of both universals and particulars. The neuttal mask and 

the character mask have always been mumally exclusive. 

In his work at the Vieux Columbier, Copeau utilized both the neutral and the 

character mask. Copeau believed the neuttal mask helped the actor eliminate personal 

idiosyncrasies whereas the character mask assisted the actor in developing a particular 

character trait. Both goals are important components in creating a new approach to acting 

for today's theatre, but Copeau believed the mutually exclusive. 

Copeau had the opportunity to work with the same company of actors for months 

and years at a time. The ensemble trained together in classroom and seminar situations 

using the mask as a tool to aid in expression. Eventually, the ensemble rehearsed and 

performed both with and without masks. Consequently, Copeau had the luxury of 

unlimited time to train his actors and he could utilize a core of professionals actors to 

mount his productions. 
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All of Copeau's theories and practices were geared toward the actor. He focused on 

actor training and perceived his role as teacher and facilitator. Copeau believed that the 

actor was the primary force in the theatre and he wanted to assist a new generation of 

artists in the creation of a new style of acting in order to abolish the greedy, self-indulgent 

performers who dominated the art. As director, his job was to synthesize all of the 

elements of the production in order to allow the actor to fulfill his fîmction as the 

interpreter of the play (Eldredge 82). The theory developed by this study, although 

certainly involving the actor, is written primarily for the director. 

In a contemporary setting, the average rehearsal period for a production lasts only 

five or six weeks. Rarely is there a resident company that performs together for an entire 

season. Each show is cast and rehearsed as a separate entity. Actors come from a wide 

variety of training situations and have infrequently worked together on past projects. The 

range and type of training and experience of the actors varies. In most productions, the 

director is responsible for solidifying the group into a uniform, coUaborative ensemble. 

The Methodology 

Although the director is the most powerful force in shaping the performance, like 

any architect, he cannot hope to break new ground without a plan. Working with the 

mask in rehearsal is a technique that can assist the director and resuH in an exciting style 

of acting. Traditional methods of rehearsal are geared toward logical problem solving, 

but the mask can free the actors to explore the play in new ways. When an actor dons a 

mask, strong emotions can be released that demand exploration. By covering his face, 

the actor is forced to rely on the body as the primary means of expression. The mask is a 

tool that helps condition the actor to function in a different, more expressive manner. 

The key to a new methodology for the director is to focus first on the universals, the 

emotional and relational aspects of the script that can communicate to a wide range of 
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audience members. Too often, the early stages of the rehearsal process centers around 

the particulars, the lines and the blocking that will motivate the emotions at a later stage 

of the development. Instead, the first focus should be on the complexity of emotions-the 

relationships and feelings of the characters and how they are expressed through the body 

and in relation to one another on-stage. If the director and actors concentrate on the 

universals in the early stages of the rehearsal process, the blocking and lines will foUow 

as a matter of course. 

Through intense text analysis, the director can create the context for the rehearsal 

process. The key is to use the script as a springboard for discovery. In preparing for 

rehearsal, the director must mine the text for the appropriate images that will provide the 

impulses for the maskwork. This research must be done in order to free the actors to 

concenttate on these more complex issues and facilitate the mask work. 

This unique type of script analysis is called Thematic Visualization. The director 

searches for motifs in the play, meaningful pattems that when combined create the 

themes in the play. By unearthing the script's themes, the director can best understand 

the messages that must be encoded for effecfive communication between the actors and 

the audience. Universal emotions are contained within these motifs and wiU provide the 

impetus for the mask work. 

Thematic Visualization 

Action and Gesture 

Since a new style of acting should focus more on non-verbal communication, the 

director must study the script in a new and attentive manner. The first element that he 

must pay particular attention to are the actions and gestures that are implied in the text. 

These include not only physical expressions described in the stage directions, but also 

those movements that are implied in the lines. The plays of Shakespeare contain few, if 
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any stage directions, yet the actions of the characters are clearly implied in the language. 

On a scene by scene basis, the director must work out a score of physical expressions; 

those actions stated in the text as well as those that are implied by the dialogue. This 

score, which is an exhaustive breakdown of every movement in the text, will assist the 

director to activate the emotional and relational action in the script. 

In order to catalogue this information for use in rehearsal, the director should first 

read through the entire script making note of each character's physical actions. Table 1 

presents an example of the actions from the first scene ofKeely andDu.. 

Next, the director should begin to work through the script again, this time noting 

repeated pattems of movement and what these pattems imply. These pattems form the 

motifs in the play and, taken together, convey the overall themes that the director must 

communicate to the actors and, by extension, to the audience. This analysis is contained 

in Table 2. 

In this scene, Walter verbally accosts Keely with information about abortion. In the 

stage directions, Walter leans into Keely, tries to touch her face and eventually grabs her, 

yet much more can occur physically between these two characters during the course of 

this scene. The interplay between the two characters conjures the image of a game of cat 

and mouse that eventually tums violent. The director must be sensitive to this 

relationship and be ready to physicalize H with the actors in rehearsal. This is a motif that 

occurs frequently throughout the course of the play. The director must be sensitive to this 

repeated pattem and work to intensify it when it occurs in successive scenes. 

One discovery this type of analysis reveals is that oftentimes, long stretches of the 

play will evolve without substantial physical action. Actually, much does occur during 

these segments, but the action is of a completely different nattire. Although no specific 

movements might be stated in the stage directions or implied by the lines, something is 

happening. The play continues to advance and relationships continue to evolve. 
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Table 1: Action Analysis of Scene One from Keely and Du 

Actor/Action Actor/Action 

DU 
sweep 
dump ttash 
close trash/tie 
pull covers down 
put away broom 
pick up specks 

stands over Keely 
iinzips bag 
takes out nightgown 
hangs over rocker 
removes Keely's shoes 
unbuttons K's dress 
removes K's dress 
puts dress on chair 
removes K's hose 
puts on rocker 
puts on nightgown 
takes out handcuffs 
goes to bed 
goes back to bag 
takes out paper 
puts back paper 
handcuffs K to bed 
foldsclothes &packs 
checks K's pulse 
sits in rocker 

WALTER 

enter 
check room 
put dovm suitcase 
hands paper 
take back paper 
take Du's hands 
kisses Du's cheek 
exits 
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Table 2: Action Analysis of Scene Seven from Keely and Du. 

Actor/Action Actor/Action 

KEELY WALTER 

watching 
sits on edge of bed 

hands over ears 
pull away 

leans in to K 
tries to touch K 
grabs K face 
tums it to him 
releases his grip 
lightly touches K arm 
gets smff together 
exits 

Emotional Action 

To discover what is happening during these sequences, the director must work 

backward through the play looking for a different kind of action-emotional action. This 

type of activity is infmitely more elusive than its more obvious physical counterpart, but 

is critical to understanding the nonverbal score of actions. Non-physical activity can be 

found through an examination of the character's emotional development throughout the 

course of the play. By breaking each scene down into a series of emotional episodes, the 

director can determine the changes each character makes and how each segment builds 

upon the previous one to create the overall emotional fabric of the play. 

Emotional episodes are somewhat different from Stanislavsky's theory of beats. 

Instead of breaking the play down in terms of a character's intentions, it should be broken 

down in terms of events. An event is an emotional occurrence that may or may not 

involve specific physical action. For example, the director can assume that Du is nervous 
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about bringing Keely to the safe house because she is worried about the cleanliness of the 

environment. This emotional state can be physicalized if the director is sensitive to the 

implications behind Du's line. Du's nervosity can be conttasted to her next episode when 

she is left alone with Keely. She must take control of her emotions in order to continue 

with scene-the work of undressing her patient and handcuffing her to the bed. This 

transition marks the beginning of a new emotional episode for Du, one of efficiency and 

emotional control. Oftentimes, character intentions change after every line, but the 

events of a scene change less frequently. The events of the play mark the progression of 

the emotional flow of the piece, much like movements in a piece of music. This episodic 

stmcturing is valuable for the director because it will help him perceive the stmcture of 

the play in terms of changing emotions. A complete list of this series of events is called 

the Performance Text. 

Scoring the Performance Text 

Discovering the Performance Text is important because it provides the basis for 

rehearsal work with the mask. Later in the rehearsal process, the director will work with 

the actors to explore each event as a play in itself Each event will be fuUy investigated 

using a wide variety of theatrical techniques. Then the director will work with the actors 

to find a beginning, a middle, and an end to each episode and work to connect them into 

an overall score of events. The process is similar to a composer developing each measure 

and working to connect a series of measures into phrases, movements and eventually, a 

fiilly realized symphony. As with plays, a musical score offers more to musicians and 

audiences than a series of notes and key signatures. The way the individual segments are 

perceived in each of the performer's minds, and the ways they translate those emotions-

musical "events"-into a fmished product communicate the complex meaning of the 

score. 
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The most efficient way to create a score is to add to the list of actions that has 

already been created. Draw a line separating each of the events in the actions and label 

the emotional moments for each character. For example, in scene one, Du performs the 

foUowing actions. 

Sweep 
dump trash 
close trash/tie 
pull covers down 
put away broom 
pick up specks 
stands over Keely 
iinzips bag 
takes out nightgown 
hangs over rocker 
removes Keely's shoes 
imbuttons K's dress 
removes K's dress 
puts dress on chair 
removes K's hose 
puts on rocker 
puts on nightgovm 
takes out handcuffs 
goes to bed 
goes back to bag 
takes out paper 
puts back paper 
handcuffs K to bed 
foldsclothes &packs 
checks K's pulse 
sits in rocker 

Figure 1: Scoring the Actions in Scene One from Keely and Du 

One set of actions occurs before Keely's arrival and the other occurs after. This 

separation marks the two emotional events for Du in this scene. The director should note 

this separation and label the emotional change that occurs for Du. 
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Table 3: Scoring the Emotional Episodes of Scene One from Keely and Du 

Emotion Action 

Nervous Anticipation 

Sweep 
dump trash 
close trash/tie 
pull covers down 
put away broom 
pick up specks 

Efficient and ControUed 

stands over Keely 
unzips bag 
takes out nightgown 
hangs over rocker 
removes Keely's shoes 
imbuttons K's dress 
removes K's dress 
puts dress on chair 
removes K's hose 
puts on rocker 
puts on nightgown 
takes out handcuffs 
goes to bed 
goes back to bag 
takes out paper 
puts back paper 
handcuffs K to bed 
folds clothes & packs 
checks K's pulse 

Horror sits in rocker 

Note that a third emotional event occurs for Du during the last action of the scene. 

The realization that she has committed herself to this project and cannot tum back must 

affect her horribly. 
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Atmospheric Imaging 

Once the director has discovered and scored the Performance Text, the director seeks 

the second type of analysis—Atmospheric Imaging. Atmospheric Imaging involves 

delving into the script once again in search of images that work together to create the 

atmosphere of the play. Pemsing the play for sense images like color, light, sound, taste, 

texture and smell is the first step. Once again, the director should not only list those that 

exist in the stage directions, but should also pay attention to those that are merely 

implied. For example, if blood is used in the play, the color red should be noted. If the 

play takes place in a basement, sense images like dark, cold and wet might be listed. 

After the atmospheric images have been extracted, the director should look for 

reoccurring pattems and motifs. For example, if the only colors imphed in the play are 

black and white, this becomes an important thematic point. The director should outline 

all of the atmospheric images he discovers and select those images that he perceives as 

dominant. The images of light and sight in Sophocles' Oedipus are an excellent example 

of atmospheric images that can provide extta inspiration and guidance when working 

with the mask. Finally, the director lists the progression of the images. For example, if 

the play moves from light to dark, as H does in the previously mentioned Oedipus. the 

director can capitalize on this progression to create the appropriate attnosphere for mask 

exploration. 

Although collaboration between directors and designers is not the focus of this smdy, 

this type of analysis can be beneficial in working with designers to create the proper 

physical environment for the play. The successful production must have an absttacted 

environment to match the acting style of the mask, and the methods of analysis described 

work equally well in coUaboration with designers. 
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Table 4: Atmospheric Imaging of Scene One from Keely and Du 

Sound Light Color Texture Smell 

Singing 
Sweeping 
Buzzer 
Locking Door 
Handcuffs 
Rocking Chair 

Dark 
Artificial 

Dingy 
Grey 

Cold 
Dirty 

Dank 

The information gleaned through Atmospheric Imaging should be organized in 

preparation for the rehearsal process. Repetitive and dominant images should be noted. 

These, along with the emotional and physical action analyses, wiU provide the schematic 

for the creation of the exercises and improvisations that will be developed in order to 

allow actors to fully utilize masks in rehearsal. 

.Toumal of Stimuli 

Once this has been accomplished, the director should use this information to create a 

joumal of material that can be used to provides the actors with stimuh during the 

rehearsal process. There are five different categories of material that should be created-

Phrases, Qualities, Concepts, Attitudes and Traits. 

Phrases are words that, when combined, produce a strong emotional reaction in the 

actor. The director should select phrases based on their contradictory nature. For 

example, the phrase "leave me alone" pushes others away whereas the phrase "please 

come here" expresses the need for companionship. The director picks the most 

emotionally charged phrases possible. The director's choice of phrases are dictated by 

the emotional events that have already been exttacted from the script. For example, in 
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scene one when Du is waiting nervously for Keely's arrival, the director might give her 

the phrase "I am scared." 

The second category, Qualities, are expressions of elementary sensations—intense 

emotions that are experienced universally. The director should choose several qualities, 

such as anger, fear, pride, and joy, and introduce them one at a time to the actors. The 

director creates these based on the labels he has given to each emotional event in the text 

analysis. In the first stage of the rehearsal process. Engagement, the director wiU 

introduce each of these in order to assist actors in identifying and exploring universal 

emotions. The exercise is derived from Michael Chekhov's concept of psychological 

gesture. 

The third category, Concepts, are abstract ideas generalized from particular 

instances. These notions are a part of each individual's belief system and can prove 

valuable in determining the point of view of the individuals in the play and ways each 

individual relates to his fellow characters. The director constmct a series of opposite 

concepts-good/evil, victory/defeat, tmth/falsehood, freedom/restraint, self-

interest/sacrifice-that elucidate the particular themes in the script. Once again, these 

pairs of concepts should be derived from the Thematic Visualization and prepared prior 

to the rehearsal process. 

Attitudes are how individuals think or feel about themselves and the world around 

them. Attitudes result in a posture-a body position that will dictate how characters 

respond to various stimuli. Examples of attitudes include "I hate people" or 'T am 

invincible." The director should be able to create a list of attitudes for each character 

based on the totality of the emotional events in the play. 

Traits are inherent characteristics or distinguishing qualities of a personal nature. 

Traits result from attitudes. If a character has the attitude that he is invincible, a 

corresponding trait might be a blown out chest or a swaggering waUc. Each actor wiU 
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respond differently to attitudes to create traits specific to themselves. The individual 

response of the actor to the attitudes of the character wiU resuH in the traHs for each of the 

characters in the play. 

Once the analysis phase is complete, the director is ready to begin the rehearsal 

process. In preparation for the mask work, the director should read through the script 

with the actors and initiate a preliminary discussion about the themes contained within 

the text. The director should guide the discussion and encourage the actors to examine 

the script in terms of emotions and character relationships. The director can lead actors to 

uncover the themes in the play and attempt to discem the progression of events that 

occur. Although the discussion need not get too detailed, it initiates the actors into a new 

way of looking at the text which will prepare them for the future mask work. 

It is imperative for the director to establish the proper rehearsal environment for the 

actors. Mirrors are an essential component because the actors must be able to see their 

image and take note of the adjustments that their bodies make in response to the mask. 

Just as fiiU length mirrors are a necessity, so is a closed rehearsal period. Actors cannot 

feel free to release their inhibitions without creating a safe environment. They must be 

allowed to explore and to take risks without fear of ridicule or failure. 

Rehearsal 

Engagement 

In the first phase of the rehearsal process, called Engagement, the actor has the first 

contact with a mask. The actor will select a mask to use throughout the rehearsal period. 

The actor can begin making connections with the mask that wiU provide the foundation 

for the Performance Text. It is important to offer the actors several masks from which to 

choose. Each actor wiU make individual connections to the mask and the character. 

Dictating the actor's choice of mask is counterproductive. Mask choice is a process 
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analogous to casting in that each actor, although they might all be quite capable of 

playing a role, will bring their own personal experiences to mask selection that will help 

shape the final character. 

The first rehearsal with masks should be allotted to exploration of the actors' 

impulses to the masks. The director should instmct the actors to treat the masks with 

reverence in the initial encounter. The masks must not to be taken lightly. Their 

potential power should be sttessed so that the actors have a serious attitude toward mask 

work when beginning rehearsals. A casual attimde toward mask work can resuH in an 

ineffective rehearsal process. 

When the actors first put on the masks, the director should instmct them to respond 

instinctively to their image in the mirror. If the actors are sensitive, the mask should 

evoke a variety of emotions in the wearers and these should be fuUy experienced with no 

intermption from the director. The director should instmct the actors to take time to fiilly 

explore ways the mask makes them feel. This is the first step toward physical expression. 

With further exploration, the masks wiU influence the actors to move in certain 

ways. Actors should pay attention to ways emotions are contained within different parts 

of the body. Exploration of these centers while wearing the mask wiU provide impulses 

for character movement. One actor might focus on the chest as an axis for movement 

while another might concentrate upon the pelvic region. Encourage the actors to begin to 

move by responding to these physical impulses. 

•Toumal Entries. Actors must keep a joumal of their discoveries throughout the 

rehearsal process. As actors explore each of the masks, the director encourages them to 

take a few moments between experiments to record their discoveries. Since the work 

occurs on such a strong intuitive and emotional level, a record of these impulses can be 

valuable in future stages of the rehearsal process. The emotional nature of the exercises 

must be recorded in a written medium to provide a tangible record for future reference. 
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The director should avoid side-coaching during this initial exploratory phase. Once the 

actors have taken the time needed to explore each of the possibilities and select their 

masks, the director can instigate the next portion of the mask encounter-Stimulation. 

In the second phase of the engagement, the director provides the actors with stimuli 

based on the schematic of the play discovered during the Thematic Visualization process. 

There are five different categories-Phrases, Qualities, Concepts, Attitudes and Traits. 

Each of these will provide the actor with a different method of working in the mask and 

will produce valuable discoveries that can be used in the final stages of the rehearsal 

period. Engagement vitalizes the actors to build an emotional world of the characters that 

is universal in nature. 

Phrases. Phrases, the first category, are words that, when combined, produce a 

sttong emotional reaction in the actor. The director should instmct the actors to respond 

to the phrases as they are spoken. The actors are not free to express themselves verbally 

in these exercises; instead, they must respond to each phrase physically. The goal is to 

create a configuration of the body that commimicates through non-verbal actions. After 

the director and actors have taken time to explore a variety of contradictory phrases, the 

actors pick the one phrase with which they had the strongest connection. Once actors 

have refined their response, the director asks them to freeze, remove their masks, and 

observe their reflections in the mirror. After actors have registered their reaction to the 

phrase, they should take out their joumals and document their response. 

This technique will be used throughout the rehearsal process. The goal is to create a 

performance without masks. By removing the mask and examming the effect that it has 

on the body, the actors condition themselves to recognize differences that can be achieved 

in performance style. The strength of actor's physical choices is dependent on the mask 

work. Removing the mask at the end of each exercise teaches the actors that 

communication through nonverbals is an important part of the process. When the masks 
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are removed at the end of the rehearsal process, the actors wiU not be surprised at the 

exaggerated nature of their gestural and physical worlds, and wiU feel confident and 

assured that their physical actions are grounded in the reality of their characters and the 

script. 

Oualities. The second category, Qualities, are expressions of elementaiy sensations— 

intense emotions that are experienced universally. Instmct actors to explore each one 

physically, searching to find a configuration of the body that express that particular 

quality. Once again, after adequate time has been allowed for experimentation, the actors 

choose the quality with which they had the strongest connection. Then they freeze, 

remove their masks, and examine their reflections in the mirror. 

Concepts. Concepts are abstract ideas generalized from particular instances. This 

exercise, unlike the others, starts out as an individual exercise and evolves into a group 

activity. The director gives each actor a concept and allows time for individual 

exploration. Once this is accomplished, the actors explore concepts as an ensemble. One 

of the objectives of this exercise is to develop character relationships and establish power 

stmctures. The director notes relationships that develop and groups that are formed as a 

result of the contradictory impulses. The actors then switch concepts and experience the 

flow of power as it flows from one group to the other. Once again, actors use the freezing 

techiHque to observe and record discoveries. 

During the engagement, the director should begin to urge the actors toward 

individuality of character. Up until this point, the exercises have been geared toward the 

exploration of universals-the common emotions that are experienced by everyone 

regardless of background or experience. The next two exercises involving traits and 

attitudes wiU assist the actors in developing their specific characters-who they are, the 

choices they make. and their individual reactions to universal emotions. 
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Attitudes. Attitudes are how individual think or feel about themselves and the world 

around them. Attitudes result in a posture-a body position that will dictate how 

characters respond to various stimuli. The director gives the actors a range of attitudes to 

explore based on the Thematic Visualization—I hate people, I want to be left alone, I need 

alcohol. Actors explore these attitudes based on what they know about their characters. 

Once again, actors seek to find the most expressive non-verbal posture to reflect their 

emotions. 

Traits. When actors have explored various attitudes, they should select the one that 

they best relate to at that particular moment. The director should then begin to initiate the 

exercise involving traits.. Traits are inherent characteristics or distinguishing qualities of 

a personal nature. Each character in the play will respond differently to stimuli, 

depending on their idiosyncrasies. To develop these, actors work from the attitudes they 

developed in the previous exercise and express them with their bodies. The director 

urges them to discover the unique elements of their expressions and to refine them based 

on their particular set of circumstances in the play. The individual response of the actor 

is the character trait. This exercise enables actors to work from the general to the 

specific-from the universal emotion to its particular expression. 

A variety of different exercises can be developed based upon the various stages of 

the engagement. Depending on the particular play and time constraints, the director can 

continue work on aspects of the mask by combining and expanding the previous 

exercises. For example, after exploring each of the phrases individually, the director 

could release the actors to explore phrases as an ensemble, with each actor reacting to 

another. This would encourage actors to develop relationships and conflict that can later 

be resolved. The possibilities are wide but the director should always consciously guide 

actors toward the environment he wants to create. 
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Embodiment 

The second phase of the rehearsal process is called Embodiment. Embodiment is 

taking all of the discoveries from the earlier stages of the rehearsal process and giving 

them physical form within the context of the situations in the play. Embodiment is a 

cmcial stage and it must not be mshed. Actors are comfortable when they master 

blocking and lines as soon as possible in rehearsal because they perceive them to be the 

basis of the performance. Actors must be led to accept that the emotional movement of 

the play is the foundation upon which the performance must be built. Solidifying 

blocking and lines wiU come easily if this portion of the rehearsal period is fully 

addressed. 

Embodiment involves exploration of the action in the various episodes and finding 

the impetus for gesture, spatial relationships and movement based upon the emotional 

content of the moments. Actors establish movement pattems during the embodiment 

phase. Instead of the director dictating certain behavior or allowing the actors to make 

decisions about when to move, the pattems wiU evolve out of the emotions and 

relationships motivated by the mask. Movements should be spontaneous and have a 

clarity of meaning that conveys a wider range of emotions that could very well be lost in 

traditional blocking methods. 

Until now, actors have done the majority of the work as individuals. The actors have 

worked in front of a mirror searching for configurations of the body that express concepts 

they feel or experience. They have had the opportunity to delve into their characters and 

their relationships without the pressures of specific, dictated movement. Now the 

rehearsal focus shifts to ensemble. The actors must now work together to find an 

expression of an event through their relationships with one another. Their individual 

expressions should not cease. Instead, relations should be layered on top of individual 
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work much as a musician adds a base line to an aHeady existing tteble in order to create 

harmony. 

The director's preparatory work prior to the rehearsal process provides the 

groundplan for this phase of the rehearsal process. The director has divided the play into 

episodes of action, both emotional and physical, and has given each a title that describes 

that particular moment. The director now works with the actors to explore these 

designations without using words. Sufficient time must be allowed to work through each 

individual episode in order to allow the relationships and their physical expressions to 

develop. Episodes will eventually be linked together to form the scenes of the play. 

The director should select appropriate phrases, qualities, concepts, attimdes, and 

ttaits that can be assigned to each of the episodes and that relate to the title that has 

already been designated. These are held ready in case the actors should need assistance 

in making their selections or if the director decides that their choices do not carry enough 

emotional weight for the context of the scene. At this point the actors should 

occasionally refer back to their joumals and re-experience their earher explorations. The 

director can add a personal observation of the actor's earlier exploration. 

In order to effectively guide the actors in this stage of the development, the director 

adds a new element-situation. Explorations are now focused on elucidating the conflict 

between characters within the framework of a particular episode in the play. Actors begin 

work by exploring the title that the director selected for the first episode. The actors 

explore the situation physically, attempting to communicate what is happening in the 

situation through non-verbals. Encourage them to explore different methods of 

communication paying close attention to their proximity to each other. The use of 

distance as a tool of expression is as powerfiil as is Hs opposite, closeness or touch. Use 

the analogy of a magnet that is drawing or repelling the actors across the stage. AIlow 
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them to feel the kinetic energy of the simation and to respond without worrying at this 

stage about form. 

Just as proximity to other actors can express feelings and relationships, so can the 

element of disclosure. Many times a person wiU say one thing and mean entirely the 

opposite. Contradiction, expressed through non-verbal actions, is a critical component of 

the communication process. Being to work through the episode a second time. Ask the 

actors to communicate the opposite of what they are feeling through their bodies. They 

have already experienced the contradiction of concepts and felt the ebb and flow of 

personal power in relation to their fellow characters on the stage. Actors now work with 

the idea of hiding their tme beliefs and of shielding what they really think from those 

around them. They now find different manners of expression that are effective in 

masking their feelings. The tension that can develop through the use of revealing and 

concealing emotions can provide new options for the director and actors as they continue 

to develop the form of each moment. 

The actors work through each episode of the play one at time using this method. 

They enter the scene and begin to explore what is happening between the characters and 

attempt to physicalize the action through gesture and movement. Actors are improvising 

the text without the use of words, attempting to create a silent pantomime that contains all 

of the emotions and relationships contained within the scene. 

The director can instmct the actors to use many of the exercises from the 

engagement phase in these rehearsals. Ask the actors to select a quality that best suits 

their character within the context of the particular episode. They should investigate that 

quality individually for a few moments to renew the strength of the emotion. Then the 

actors move into the scene, working with and reacting to the rest of the ensemble. The 

director coaches them to find a beginning, a middle and an end to each vignette. 
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The actors enter the scene again, this time using a phrase that expresses their desire 

for the scene. Ask them to refine their phrase as they work to give it as much emotional 

power as possible. A phrase can have a variety of emotional content depending upon its 

context within the play. Who the character is and why he wants to be left alone will 

dictate how the phrase is expressed. The phrase might really express the opposite of what 

the character desires. Many times a person might say they want to be left alone but their 

body language says something completely different. These variables will be dictated by 

the script. Actors should be encouraged to respond within the context of their particular 

character. The process can be repeated and refined based upon their joumal entries of the 

earlier exercises. The director should stmcture these experiences based on the content 

and conflict within each vignette. The director constantly urges the actors to 

communicate through their bodies, both individually and in relationship with the other 

actors. The actor's goal is to create a scene that communicates the essence of the moment 

without the use of verbal communication. 

After fully exploring the episode in each of these ways, review the required action 

for the vignette as is dictated by the script. Then begin the scene again, working through 

the action but attempting to retain the discoveries from the previous explorations. 

Directors and actors should work together to meet the physical requirements of the 

scripted episode and expand upon those basic requirements to create a more physically 

and emotionally expressive scene. The goal is to create an episode that communicates the 

fuU range of emotions and relationships through nonverbal behaviors. The ensemble 

should work through the entire play in this manner. The resuH is a "silent movie" version 

of the play that communicates everything contained within the action without the use of 

words. 
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Vocalizatinn 

After the foregoing exercises have been accomplished to the director's satisfaction, it 

is time to initiate the next phase of embodiment-vocahzation. It is important to save the 

verbal component of the rehearsal process until last, because language is very specific 

and can limit early exploration. Language is a critical component of communication in a 

production and after completing work on the early stages of embodiment, it is time to 

release the actors to expression through words. Rather than jumping immediately into the 

acmal text, however, the director should encourage the actors to communicate with one 

another using their own words within the framework of the individual episodes. This is 

freeing for the actors because it allows them to more richly encode the messages they are 

trying to convey. It also gives them the freedom to say more than the actual script 

includes. They can say not only what the decomm of the acmal text communicates but 

also the underlying feelings that they might not otherwise be able to express. 

Actors find this an extremely interesting exercise and it should not be mshed. Actors 

are led to work through each vignette, expressing themselves however they like, verbally 

and physically. Actors should take risks and explore those aspects of the situation that 

might not ordinarily come to light. They can be allowed to expand upon the vignette if 

they so desire; to take the scene down a path that it might not have ordinarily have gone. 

There is plenty of time to go back and contain the scope of the moment. For now, 

imaginations and emotions should mn free. 

The director must encourage the actors to continue to express themselves physically. 

It is easy, once language has been introduced, to lose the non-verbal expressions that 

actors have worked so hard to develop. They must be constantly urged to integrate the 

two and not let the words over-power their physical expressiveness. It may become 

necessary to restrict language once again and force actors back into non-verbal 

communication. Most often, however, with a little urging, the actors can leam to 
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incorporate language into their aheady expressive physical commuiHcation. Allowing 

them to improvise by using their own words makes the transition easier and, oftentimes, 

the actors wiU discover a new sense of freedom and become even more physically 

expressive. 

Finally, the actors are ready to work through the scene using the actual text. The 

goal must always be to retain the discoveries of the non-verbal and subtextual 

communication while layering on the written word of the playwright. The specifics of 

the language should work to solidify the communicafion that has aheady been developed; 

not to replace it. 

Once again, the director should instmct the actors to work through the scene. This 

time, however, they are free to carry their scripts and use the actual dialogue that the 

playwright has written for their characters. Before beginning, the actors should refer to 

their joumals for notes from previous work on the segment. As actors begin to work, the 

director should side-coach to remind them of earlier discoveries. As actors work through 

the scene, the director should urge them to retain the gestures, movements and 

relationships that have been elucidated during the previous exercises. Director and actors 

should work together to create a synthesis of the all of the valuable discoveries, both 

verbal and nonverbal. 

Many directors might feel that this is too late in the process for the actors to be 

leaming lines. However, if the methodology is applied appropriately, lines should come 

naturally to the actor at this stage in the rehearsal. The map of the play has been 

painstakingly laid out. Each event of the play has been thoroughly explored and the 

discoveries are contained within the emotional center of each actor. MemorizHig lines 

should come much easier because each scenes meaning has afready been incorporated 

into nonverbal messages that have a living, corporeal form in the physical expressions of 

the actor. 
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Scoring the Performance Text 

At this stage of the rehearsal process, the Performance Text consists of a number of 

independent vignettes. It is time to connect them and choreograph the dynamics of the 

piece as a whole. This stage of the process is called scoring. It is at this juncture that the 

director begins to shape the production as a whole through the manipulation of the spatial 

pattems and rhythms that the actors have discovered through the directed exercises. 

This is the most intmsive time for the director. Up until this point, he has served as a 

coach, preparing and directing various exercises and carefully noting the results. In a 

traditional rehearsal process, the director uses the first few weeks to block the play and 

then sits back and allows the actors to motivate the movement. In this methodology, the 

director prepares in advance in order to shape various exercises, but he allows the 

impulses for movement to come from the mask. He then takes those discoveries and 

scores them by connecting the individual episodes into scenes and the scenes into acts, 

much as a composer connects the measures and phrases of music into movements. 

Paying close attention to rhythm and dynamics and keeping in mind the dominant images 

and implied themes, the director shapes the piece into a living score. 

Retention 

Finally, the actors remove their masks and attempt to retain the discoveries of the 

rehearsal process while performing the script as a whole. This final phase, called 

retention, can be fiightening for several reasons. First, the actors will be working 

opposHe a face rather than a mask for the first time. This may seem obvious but the 

effect can be quite jarring. Secondly, the actors now have their faces as a mode of 

expression for the first time. They might not have realized that their faces have been 

expressive under the mask. When the mask is removed, they must all confront this final 

aspect of the performance. Finally, the mask reveals actors in a manner that they have 
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not had to confront. The mask has served to protect them during the rehearsal process. 

Now they must find the courage to take the same risks on their own. 

Performance 

In preparing for performance, actors should spend some time in front of the mirror 

reactivating their relationships with the masks. Although actors will perform the play 

bare-faced, the mask has provided the impetus for all of the action in the play and it has 

assisted the actors in intensifying their emotions and the relationships between characters. 

It is important, therefore, to encourage the actors to warm-up before each performance 

while wearing their masks. 

The director should ask the actors to repeat the exercises that were the most fiuitfiil 

during the engagement process. This might begin with individual exercises in front of the 

mirror and then move into an ensemble exercise involving phrases or qualifies. Each 

director will be able to determine what exercises will be most valuable for reacquainting 

the actors with their masks and reminding them to utilize their bodies to their fullest 

possible expressive capabilities. 
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CHAPTERIII 

APPLICATION OF THE THEORY 

Preparing an Environment for Mask Work in Keely and Du 

The following is an individual application of the principles outlined in the previous 

chapters. For that reason, it will be written in the first person. The preparation prior to 

auditions and rehearsals proved critical to the success of the project. During this initial 

stage I conducted intensive script analysis following the methodology described in 

Chapter II. I made collaborative choices with designers to create a theatrical world that 

would augment the acting style that I hoped to achieve with the work. I designed and 

constmcted the masks that would be used in rehearsals. Finally, I conducted auditions 

and cast the best available actors for each of the roles based on their adaptability to the 

proposed rehearsal techniques. 

I chose Keely and Du by Jane Martin as the script for the project for several reasons. 

First, Keelv and Du was written in a realistic style and I wanted to see if the rehearsal 

techniques outlined in the previous chapters would be effective on modem realism. 

Second, each of the characters in Keely and Du have sttong emotional positions. These 

stances provide a good framework for mask work because the emotions involved are 

intense. Finally, Keelv and Du is a new play that concems some very volatile issues. 

The plot involves a group of right-to-life activists that kidnap a pregnant woman and 

attempt to resttain her from having an abortion. The child is a product of rape, which 

fiirther complicates the issue. In the climax of the play, Keely aborts herself on-stage 

with a coat hanger. The characters are challenging, and the situation is explosive. It 

demands that the actors have a wilIHigness to confront themselves, as well as the 

characters and issues in the play. 
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Thematic Visualization in Keely and Du 

The mask demands a different way of thinking—a different approach to the rehearsal 

process. Opportunities for a different form of expression had to be found. In directing 

Keelv and Du. the procedure that I implemented in analyzing the script was different 

from the approach I would ordinarily take when directing a production. 

The first element that I sought in analyzing the script was its action. Keely and Du is 

written in a realistic style. The challenge I perceived with this type of play was to free 

the actors from a naturalistic style and provide them with an opportunity to explore more 

exaggerated expressions of their emotions through their work with the mask. The 

passions in Keely and Du are intense, and this fact lends itself well to mask exploration. 

The script, however, contains many long conversations with very minimal physical 

action. 

In an attempt to find the opportunities for action, I made a chart of the physical 

expressions that occur in the play. See Exhibit A. I ordinarily do not attend very much to 

stage directions, but in this case I discovered that without them very little activity 

occurred that could be noted. The chart that I created includes all of the physical action 

that is contained both in the dialogue and in the stage directions. 

This analysis provided a stmcture for analyzing each of the scenes and gave clues as 

to the best way to approach each segment. In most instances, the information gleaned 

through this analysis was minimal. Scene thirteen provides a good example. It is one of 

the longest scenes in the play, yet the only physical action that occurs is Keely picking at 

her food, evenmally taking a bite, and Du taking away the tray. This happens during the 

first few minutes of the scene, yet this is one of the most critical segments of the play. 

During this section, Keely starts to reveal herself to Du, and the relationship between the 

two women begins to develop. The activity analysis led to an important discovery; the 

action of Keely and Du is emotional rather than physical. 
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This is not an unusual phenomenon in a realistic script. The ordinary approach to 

directing a play of this type is to block the scenes by having the actors move in 

relationship to one another to create picturizations of each emotional moment. When 

working with the mask, however, I perceived that the actors and their emotions had to be 

the key to the movement. It is not for me, as director, to dictate where actors should 

move or how they should react. The challenge is to provide actors with the mask and the 

opportunity to explore and allow the scenes to evolve from actor discoveries. 

The action analysis also revealed that Keely and Du has a unique framework for a 

realistic drama. Each of the eighteen scenes is a stmctural microcosm of the entire plot; 

that is, each scene contains the conflict and emotions exemplified in the entire play, and 

each scene ends in a stalemate. Every segment, no matter what its length, possess this 

stmcture. Knowing that each scene is a variation on the whole provided options for 

exploring the parallels and the differences that could be unearthed through the work with 

the mask. 

The analysis showed me the importance of emotions and their development within 

the context of the unique stmcture of the play. This discovery further confirmed the 

choice ofKeely andDu for this project because motivating strong emotions through the 

mask is the key to finding powerful physical expression. After unearthing the actions that 

are contained within the script, I began to look for repeated gestures and actions that 

reoccur in the script as motifs. There are many but I wiU only address the most 

significant. 

The first action motif is the donning and removing of animal masks by Keely's 

captors, Walter and Du. Walter enters in the first scene wearing his mask but Du has 

forgotten to put hers on. Walter reminds her and she complies with his request. After he 

leaves, she immediately takes the mask off in order to attend to Keely. This small action 

sets the stage for later in the play when Du tums against WaHer in favor of Keely. In the 
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next scene of the play when Keely begins to wake up, Du indecisively dons her mask, 

removes it, puts it on again and then finally discards it for good. Her decision to allow 

Keely to see her face is significant because in scene five when Walter retums masked, 

Keely confronts his disguise and Walter is forced to remove his mask and reveal is 

identity as well. 

This action motif reveals a great deal about the characters. Walter wants to hide his 

identity and is afraid of being vulnerable to his captive. Du, on the other hand, is 

sympathetic to Keely from the beginning and does not want to frighten her by wearing a 

mask. This small event foreshadows the latter portions of the play when Du mms against 

Walter and sides with Keely. It is also interesting that the author chose animals for the 

masks. This detail indicates the base nature of the act in which Walter and Du are 

engaged. 

Another significant action motif occurs when Keely smashes the breakfast tray and 

scatters her meal across the floor. This occurs on three separate occasions and Du is 

forced to clean up the mess. This action emphasizes Keely's refusal to cooperate, but it 

also forces Du into a position of servitude. The captive conttols the captor by her refiisal 

to cooperate. This sets up the power stmggle that occurs throughout the course of the 

play. 

Du and WaHer repeatedly try to touch Keely while she is handcuffed to the bed. 

This action motif represents their attempts to make contact with Keely in order to 

persuade her to change her mind about aborting her baby. Keely responds by tuming 

away and refîising to make eye contact with her captors. In the final scene of the play, 

Keely visits Du in prison and their roles are reversed. In this scene, it is Keely who is 

trying to make contact, and she uses the same actions and gestures to attempt to reach Du. 

This reversal is significant and physicalizes the friendship that develops between the two 

women despite their radically different views on the issue of abortion. This series of 
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actions elucidates the theme of the play—that despite differences in opinion on the volatile 

issue of abortion, people must attempt to communicate with one another. 

There are other actions that communicate the relationships between the characters in 

the play. Walter repeatedly stands over Keely's bed and uses his physical position as a 

weapon of dominance over his captive. He bombards her with facts and information 

which is physicalized by his repeated attempts to force her to read books and pamphlets. 

Keely constantly pulls against her restraints and Du continually tries to sit beside Keely 

on the bed. The actions that occur in the play reveal each character's position quite 

clearly and are important factors when attempting to communicate emotions to the 

audience. 

After completing the performance text, I analyzed the play again, this time searching 

for sense images. Identification of sense images can be usefiil when working with the 

mask because color, light, sound, taste, and smell are all possible motivations for action. 

By identifying these during the preparatory stage, I was able to provide more impetus for 

the actors during the rehearsal period. Sense images also provided a sttong basis for 

working with designers and became a critical part of the environment in which the action 

of the play took place. This type of analysis, called Atmospheric Imaging, assisted me in 

creating the proper environment for the production as well as for working with the 

masked actors in rehearsals. 

The most prominent sense image in Keely and Du is sound. Some of the pattems 

that emerged include singing, screaming, crying and laughter. These human sounds mark 

the progression of the relationship between Keely and Du. At the beginning of the play, 

Du is singing and rocking in the rocking chair waiting for Keely's arrival. This hints at a 

mother and child relationship that eventually develops during the course of the play. 

Their relationship culminates in scene fifteen with Du holding Keely in her lap while 

rocking and singing to her. In the second scene of the play when Keely wakes up, Keely 
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explodes in fhistration and screams at Du in rage. As the play progresses, her screaming 

tums to crying as it becomes clear to her that she cannot escape. As the relationship 

between the two women develops, they become friends and eventually laugh together on 

several occasions. The progression of human sounds shows the progression of the 

relationship of the two central characters. Sound is also used in the play to create mood. 

A harsh buzzer is heard everytime Walter appears on the scene. The click of the 

handcuffs adds to the horror of Keely's captivity. 

Another interesting sense image gleaned from the analysis involves the play's use of 

color. The only colors that are directly referred to are black, white and red. The issue of 

the play could symbolically be termed black and white. Abortion is a topic that most 

people feel very sttongly about and they are rarely sympathetic to the other person's 

viewpoint. The issue could be termed "black and white." Red is introduced on two 

occasion during the play—when Keely bites Cole and draws blood and when she aborts 

herself onstage. Both of these events occur at the climax of the play. These discoveries 

helped me to decide on an important visual image for the production—to create a totally 

black and white environment. The only use of color came at the climactic moment when 

Keely aborts herself onstage. I made the decision to incorporate a red light that started on 

her bed and spread slowly across the stage. It was from this section of the Thematic 

Visualization that I developed this visual image that would help reinforce the impact of 

play's climactic moment. A list of the scenes with the sense images contained in each is 

attached as Exhibit B. 

Collaborating With Designers 

Script analysis provided a basis for the context of the play and provided a 

springboard for collaborating with designers to develop the visual world of the play. 
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Creating the appropriate environment for the performance in which this elevated style of 

acting could exist was cmcial to the success of the project. 

I had a very clear idea of the atmosphere that I wanted to create as a result of the 

analysis. I wanted to avoid the realistic basement suggested in the stage directions. 

Instead, I wanted an environment that would coincide with the emotional action in the 

play. Such a nomealistic environment would provide the best possible venue for the 

work with the mask and would send clear signals to the audience as to the nomealistic 

nature of the experience they could expect. 

The script calls for the first seventeen scenes to take place in a basement in Rhode 

Island where Keely is held captive, chained to a bed. The final scene takes place in a 

prison. There are obvious emotional and thematic parallels to these two environments, 

and I wanted the design to reflect this relationship. 

In the first production meeting, I described my vision for the environment in terms of 

adjectives, such as "dark," "isolated," "cold," "underground," "trapped," "non-realistic," 

and "womb" or "void-Iike." I explained my desire to have the environment reflect the 

emotions in the play rather than the literal realistic locale and emphasized the negatives of 

creating a physical representation of the realistic setting. 

I also discussed my desire to have the production designed monochromatically in 

black and white. As I discovered through analysis, the issue of the play is black and 

white. I wanted the environment to reflect this thematic element and visually support the 

conflict in the play. Much time was spent discussing the best way to create a richness of 

texture while at the same time, avoiding a setting that was flat or uninteresting. We also 

discussed the challenge of keeping the setting neuttal so that the design would not "take 

sides" on the issue. 

The costume designer, Maretta West, agreed that the costumes should also fall into 

the same color scheme, although we decided that the clothes should not be abstracted. 
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The people are real, and the clothes should be real. Only the environment in which the 

characters live should be an emotional manifestation of the mood of the play. I stressed 

the need to avoid passing judgment on the characters by dressing them predominately in 

white or black. It was important to balance the sides of issue visually, as well as 

emotionally. 

We decided to use only fumiture essentials and to let the lighting create the 

emotional environment of the prison. The lighting would not be realistically motivated 

but instead, would reflect the moods of the action of the play. It would begin dark and 

ominous at the beginning, grow warmer as the relationship developed, and change 

dramatically at the climax of the play. During the abortion scene, red light would begin 

on Keely and slowly spread to cover the entire stage. The overall effect of the lighting 

would be to create a void-like environment within which the characters could effectively 

complete their action through exploration with the mask. 

My set designer, Y Min, wanted to create an absttact sculpture of various shapes of 

pipe that would hang at a precarious angle above the actors' heads. This idea contributed 

to the overall design by emphasizing the trapped feeling of the environment and adding to 

the emotional oppression of the world of the play. The remainder of the set consisted of a 

few simple set pieces: a bed, a rocking chair, and a refiigerator. Each of these was 

painted with a gradation of the gray scale. Although the set pieces were realistic items, 

the monochromatic painting gave them an unusual appearance that blended with the non-

realistic treatment of the play. 

The final design element was sound. I did not want to utilize blackouts between 

scenes as the script suggested because I did not want to give the audience an opportunity 

to break away from the action of the play. I rather decided to emphasize the ttansitions 

and to use sound to augment them. Unusual transitions provided an excellent opportunity 

for mask exploration and helped emphasize the emotional extremes of the production. 
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The style of the sound posed another challenge. Plans for the designs, directing and 

acting were stylized. The sound should have the same quality. Composer Mark McCoy 

said he would be wiUing to attend rehearsals and compose some non-realistic sounds to 

enhance the transitions. I stressed the necessity of avoiding "music" and explained that I 

wanted sound that would match the emotional moments in the play. I showed him the 

sense image analysis and explained their importance to the emotions and relationships of 

the characters. I asked him to incorporate some of the sound motifs from the analysis 

into his score—singing, doors locking, buzzers sounding, handcuffs locking, etc. 

Designing and Constmcting the Masks 

I made twelve masks for rehearsals that enabled the actors to have a wide range of 

choices when selecting their mask. Each was made of plaster impregnated gauze, sealed 

with a mixture of Elmer's glue and water, and painted in dark hues of blue, green and 

brown. I chose these muted colors to avoid making an undesired emotional statement 

about the characters. I decided to avoid black and white so the masks would not have 

connotations of right and wrong or good and evil. I then textured the masks with spray 

paint to give them a gradation of color and prevent them from being visually flat. 

The masks were designed to provide as much ambiguity of character as possible. 

This is an important point. The masks should not "be the characters" but rather, they 

should generate a wide range of emotions to be explored by the actors. The eyes were 

slightly different on each mask. The cheeks were all irregular, and the mouths were 

unbalanced. This lopsided effect gave a flexibility to the masks, allowing the actors to 

experience a variety of contrasting emotions. Once the visual elements were designed 

and masks were designed and constmcted, the initial phase of the process was complete. 

Photographs of the masks are attached as Exhibit C. 
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Auditions 

The first roimd of auditions was composed of a one-minute monologue and sixteen 

bars of music. AU of the actors that were interested in taking part in any of the four 

shows during the fall semester participated. Each individual director called back those 

actors in which he or she was interested and stmctured their call-backs to meet the needs 

of their production. 

The second phase of the audition process was constmcted in a particular manner to 

prepare both the actors and director for their participation in the production. The actors 

needed to be made aware, from the beginning, that the project was unique and would 

require a different way of working. It was important for the director, to be sure of the 

actor's commitment to this unusual approach and to determine how each auditionee 

would respond to the work with the mask. 

I called back twelve actors. Each was imder serious consideration for one of the four 

major roles. I cast the three walk-on parts from the first round of auditions and did not 

feel it necessary to call those actors back for the second phase of the process. 

After everyone arrived at the callbacks, I spent some time explaining the project. I 

wanted each of the auditionees to have a clear understanding of the challenges that were 

facing them should they be cast, and for each of them to consider the commitment that 

the rehearsal process would entail. The project was unique for three basic reasons: the 

mask work, the timeframe, and the challenging themes in the play. 

I assured the auditionees that it was my goal to treat both aspects of the issue fairly. 

I did not want the production to take one side or the other, but instead, to stress the 

positive and negative attitudes on both sides of the conttoversy. People have sttong 

feelings about the abortion issue and are rarely able to discuss their behefs objectively. 

My hope was that the audience would reexamine their views on abortion and begin a 

dialogue with one another to air their differences. 
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I attempted to prepare the actors for the intense emotions that they \\ ould confront. 

It would be too easy to make light of the severity of the experience, both for the actors 

and the audience, and I wamed them of my intention to directly confront all aspects of the 

topic. I wanted the production to attack the moments and accenmate the extremes. There 

would be no retteating from the issues. 

It was important that the actors understand that the rehearsal period would be a pilot 

study. The mask would be a tool to free the actors emotionally and physically in an 

attempt to create a richer and more visceral performance. It would be a process of trial 

and error and, consequently, very different from the ordinary method of producing a play. 

A willingness on the part of the actors to explore and try different approaches was critical 

to the success of the project. 

Finally, the time consttaints were a factor. With only three weeks to mount the 

production, it was important for the actors to understand their role in meeting the time 

deadlines. Lines would have to be leamed quickly, and each rehearsal period would be 

longer than normal with no time off Confhcts with the rehearsal schedule could not be 

accommodated. After explaining all of these challenges, I gave the actors the option to 

excuse themselves from the call-backs. I wanted each of them to feel free to decline 

participation in the project so that those who continued would be committed. AU of the 

actors elected to stay. 

The remainder of the callbacks consisted of two distinct parts; mask exploration and 

reading from the script. Both were important to the casting process, and each revealed 

important information about the compatibility of the actors with the roles. We began 

with the mask. I asked each of the auditionees to select a mask and to examme it 

carefuUy. What is the shape of the face, the eyes, the nose. and raouth? What is its color 

and texture? How does looking at the mask make you feel? What attracted you to this 

particular mask? 
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After allowing time for meeting the mask, auditionees began to work in the mirror. I 

asked them to hold the mask beside various parts of their bodies—next to the face, against 

the chest or pelvis, and on an arm or leg. Where is the mask the strongest? Where does it 

seem to have the most vibrancy? Does the mask have a center? 

When they were ready, I asked the actors to don their masks. How does it change 

you physically, emotionally, and vocally? What is happening to you and why? Are you 

the character, or is H the mask? Find a mask that challenges you. Look for ways your 

face tries to penetrate through the mask. Do not try to put something there that is not. Do 

not shrink away from what you find. 

I gave everyone the option to work with one mask for a time and, if it was not 

effecting them, to put it back and choose another. I assured them that I was not looking 

for performance but, instead, for how they confronted the mask. After everyone had 

found a mask that they connected to and had worked in before the mirror for 

approximately a quarter of an hour, I led them through an exercise. 

I told them that they were in a very safe and happy place that was theirs alone. No 

one else knew about this place. They were free to move and to enjoy it as much as they 

liked. After letting this go on for a time, I told them that they were growing euphoric. 

Something made them extremely happy. They could not contain themselves. After 

allowing plenty of time to explore, I told them that something was wrong. There was 

someone or something approaching their secret place and that they could not identify the 

threat. As they adjusted to this, I told them that the intmder was dangerous and was 

aware of their presence. The danger was growing and becoming imminent. What are 

they going to do? 

This exercise provided the actors with emotional extremes to be explored. I watched 

carefuUy to see how each actor dealt with the scenario. Did the emotions affect them 

physically? Did they take action to express those emotions? This simple exercise 
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revealed not only how they dealt with the mask on their face and how they let it inhabit or 

change them, but how they used improvisation to explore ways to express themselves 

when confronted with situations that elicit a sttong emotional response. 

Gradually I taUced the actors back to the comfortable place free from danger. I then 

released them from the exercise. I congramlated them on their work and gave them a ten 

minute break to prepare themselves to read scenes from the script. 

The remainder of the auditions took a more conventional approach. Each actor was 

given several sections to read from Keely and Du. As they read the scenes, they were 

paired in a variety of combinations. This allowed them to demonstrate the way they 

approached the characters and how well they worked with fellow actors. I gave each 

actor a direction to change something in their reading and then asked them to repeat the 

scene. This provided information on how the actors would adjust to different stimuli and 

on their openness to directorial suggestion. 

Casting 

Kerry Graves became the obvious choice for the character of Du. She had a sttong 

emotional response to the mask and allowed it to affect her physically in her work in the 

mirror. She adjusted well to direction and demonsttated a magnetism and compassion 

that suited the part and added believability to the conflict that the character feels as 

demonstrated in the action analysis. Du dons and removes her mask repeatedly in 

mdecision. She constantly attempts to touch Keely and sH down by her on the bed. She 

allows herself to be bullied by her prisoner when she continues to allow Keely's outbursts 

with the breakfast tray. Kerry communicated both compassion and indecisiveness in her 

reading that merged well with what I had gleaned from the script. 

Ruby Quinn was equally impressive for the role of Keely. This character has had a 

hard life. She repeatedly uses profanity and violence as weapons. She stubbomly refuses 
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to speak for long periods of time and repeatedly answers Du's questions with a stony 

silence. Ruby porttayed a harshness in her reading that seemed appropriate and her 

passion for the role was evident. She was eager to respond to the mask and showed no 

fear when confronted with the strong emotions in the material. 

Both of these women brought a considerable amount of experience to the project 

although neither had ever worked with the mask. They complemented each other well 

onstage and found immediate connections with each other and with their characters. 

They both seemed genuinely excited about the project and did not baUc at the enormity of 

the task. 

The males actors were more difficult to select. After much deliberation, I decided to 

cast Jeff Young in the role of Walter and Colby Landers in the role of Cole. Jeff was a 

young inexperienced actor, but his enthusiasm for the mask work and his sttong physical 

choices during the exercise were encouraging. He easily dominated Ruby, both 

physically and vocally. Walter constantly tries to dominate Keely in the script by 

standing over her bed and tuming her face to look at him. Jeff also read very well from 

the script and was eager to take direction and alter his performance when prompted. 

Colby communicated an appeal that is difficuH to explain. He, too, was a young 

actor, but his intensity when working with the mask communicated clearly. Cole must be 

able to communicate his subservience to Keely. He kneels by her bedside and pleads for 

her forgiveness. He tentatively tries to touch her on several occasions. When Keely bHs 

him, however, the character must be able to communicate rage and present a threatening 

force. At the climax of the play, Cole attempts to strike Keely when she bites him and 

has to be resttained by Walter. Colby took suggestions well and was eager to incorporate 

direction. Most importantly, he desperately wanted to be a part of the project, and his 

enthusiasm was contagious. 
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Rehearsals for Keely and Du 

The rehearsal period for Keelv and Du proved an exciting way to demonstrate the 

mask methodology. During early rehearsals the actors made their mask selection and 

began character exploration through a series of planned improvisations. We delved into 

the script but, rather than using a traditional approach, we applied mask theory. We tried 

a variety of approaches in an attempt to activate the mask in the most visceral way for 

each of the performers. Because the rehearsal techniques represented a different way of 

working, the process was arduous for both the actors and for myself The emotional 

rewards were great, however, and the strenuous nature of the early rehearsals brought 

forth many exciting discoveries. 

Engagement 

The first phase of the rehearsal process is the most cmcial in working with the mask. 

It is in this portion of the work that the actor has his or her first contact with the mask, 

makes the selection that he or she will use throughout the rehearsal period, and begins 

making those connections that will provide the groundwork for the development of the 

performance text. The amount of time allotted to the engagement phase varies, 

depending upon the total rehearsal time. In this particular instance, we only had three and 

one-half weeks to mount the production. For this reason, we only spent one four hour 

rehearsal on this phase of the project. 

Because this initial work is so cmcial, I felt that it was important to create an 

emotional environment in which the actors would feel free to explore without risk of 

embarrassment or self-consciousness. To that end, rehearsals were closed during the 

early stages. Anyone not participating in the project was prohibited from attending. 

The ideal room for mask work is one equipped with full-length mirrors so actors can 

see their complete image. There should be enough mirrors in the room to enable actors to 
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find their own isolated space and stiU work where they can see themselves but not be 

distracted by the movements of others. For Keely and Du. we had access to milar mirrors 

that were left over from a production of A Choms Line. University Theatte technicians 

set the mirrors up in the Lab Theatte. Unfortunately, they did not provide a clear enough 

image for the first exercises where actors encounter the mask. In order to provide the 

actors with a sharp image, I elected to use the make-up room for the first evening of 

rehearsal. 

Unfortunately, the make-up room is cluttered with chairs and is equipped with a long 

immobile counter in the center of the room. Space was limited and the extraneous 

elements hampered our work. The actors wanted to remain sitting rather than to rise and 

explore on their feet. The chairs could not be removed because the mirrors do not reach 

all the way to the floor, and it is important to give the actors the option to work sitting if 

they desire. I constantly urged them to move and not remain grounded in their chairs. 

Sometimes my requests were heeded, but the actors chose to remain sitting most of the 

time. Actors wiU naturally gravitate to items in a room because they are familiar and 

safe. It is much more comfortable to sit or lean on a chair than H is to be away from 

everything and become vulnerable alone in a space. 

Every effort was made to avoid allowing these extraneous elements to cloud the 

initial work. My goal was to get actors up, moving and exploring. All that was required 

is the actor, the mask, and the mirror. In the latter stages of the process, fiimiture and 

props would be introduced. 

There are four major roles in the show, and it was these actors that I called for the 

first night of rehearsal. When the actors entered the make-up room, the masks were lined 

up to enable them to see at a glance the entire range of mask possibilities. I made every 

effort to establish an atmosphere of seriousness and concentration during these begirming 

sessions. Extraneous taUdng was discouraged. We held a brief discussion about the 
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work before beginning. Three of the four actors had never worked with masks before and 

were unaware of the appropriate manner in which to approach the process. AU the actors 

seemed apprehensive; some even appeared skeptical. I introduced the actors to the 

following guidelines that I wanted them to observe: 

Do not talk about your process with the mask outside of rehearsal. By 
discussing it with your friends and colleagues, you demystify the process 
and objectify your discoveries; 

Do not talk about anyone else's process with the mask outside of 
rehearsal. There must be an atmosphere of freedom and tmst; 

You have the right to walk away from a moment and say no; 

Dress comfortably and avoid T-shirts with big logos. Remove all jewelry 
and personal items before beginning work; 

If you have a question or need to talk to the director, lift the mask; 

Keep a joumal. This will become a record of your creative process in 
developing your character and can be important in evaluating the success 
of the project; and 

Complete a warm-up every evening before beginning. These should be 
done individually and silently. They are an important element and are 
necessary to block out the day's activities so that complete focus can be 
given to the mask. 

For the actors, the most important aspect of the initial phase of rehearsal is a sense of 

aloneness. The actors must to be able to remain focused and free from distractions in 

order to confront their mask in the most effective manner. I reiterated my belief that the 

mask would enable them to take enormous risks, both physically and emotionally, but 

that an attitude of respect would be important to the success of the project. Only after 

personally experiencing the mask can actors gain a tme comprehension of its potential. 
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It was time to begin work. I asked the actors to select a mask from the table. 

Throughout the selection process, I side-coached the actors. The following is a sampling 

of my instmctions: 

When you make the decision to don the mask, probe what is happening 
and why. How does it change you physically, vocally and emotionally? 
Are you the character or is it the mask? Don't assume anything. 
Constantly ask questions. 

Takethetimetoexploreanumberofdifferentmasks. Don'tmsh. You 
will know when you put the right mask on your face. Something 
extraordinary wiU happen. Explore it, be curious. When everything gets 
stripped away and there is nothing left but the tmth of you and the mask, 
the imknown will become known. 

Find a mask that challenges you. Look for how your face tries to penetrate 
through the mask. Don't try to put something there that is not. How does 
themaskhide? How does it reveal? Lookatthephysical aspects of your 
mask. What attracted you to it? Hold the mask up to various parts of your 
body. Does the mask have a center? Adjust your body to the mask. 
Always take time to write in your joumal. 

I allowed the actors as much time as they needed for their first encounter with the 

masks. After approximately one hour, everyone knew the mask they wanted. They 

became possessive about their selections and tried to keep others from taking away their 

choice. 

Kerry Graves was particularly emphatic about her mask. I was interested to note that 

it was different from the one she had coimected with during auditions. I had provided 

tape, cotton and Kleenex for the actors to pad their selection so that it would be 

comfortable. Kerry was already lovingly doctoring hers, oblivious to the others in the 

room. 

Ruby Quinn chose a mask very quickly and sat staring at herself in the mirror for the 

remainder of the selection process. Like Kerry, she also chose a different mask than she 

had used during auditions. It appeared she was refusing to remove it from her face so that 
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no one else would have the opportunity to claim H. She stared angrily at her reflection in 

the mirror, almost as if she was daring anyone to approach her in attempt to take away her 

mask. 

Jeff Young took more time with his selection. He explored every one that was 

available to him before finally choosing the mask he would use for the remainder of the 

process. He worked very carefully with each one and did not seem immediately to accept 

or reject any one mask. He approached the work seriously and maintained an open-

minded attitude about each of the possibilifies. 

Colby Landers had more difficulty with the selection process. After one hour of 

exploration, he selected two masks and he could not seem to choose between them. He 

explained to me that he had sttong reactions to both of them: one affected him 

personally; the other had a weaker personal connection, but he felt he could grow further 

with it in terms of his character. He asked me which one he should pick. I told him that I 

could not answer that question for him, that only he knew which mask was the right one. 

He took more time and worked with each one again. I do not know which one he 

eventually picked, but he seemed certain of his choice. 

The mask selection took approximately one hour. After a short break, we began the 

first phase of the exploration process. I started with an exercise that I developed using 

inspiration from Libby Appel's book Mask Characterization: An Acting Process. The 

purpose of this exercise which is entitled "Making Your Body Speak" is: 

To tap immediate impulsive associations between words and physical 
statements; to take the impulse through the entire body so that the whole 
actor is involved in the word; [and] to make clear, economic, physical 
statements of words. (Appel 55) 

I instmcted the actors that I would give them a word or phrase, and I wanted them to 

respond to it immediately without taking time to think. They should strive to use their 

entire bodies and not stop to edit their reactions. After giving them a few moments to put 
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on their masks and adjust to their image in the mirror, I began to give them phrases with 

which to work. 

Some of the words and phrases used were straight from Libby Appel's exercise. The 

ones that I selected included: 

yes, no, please, I dare you, God damn it, why are you crying, don't touch 
me, hold me, I'm in pain, give me your hand, why, leave me alone, and 
stay. (Appel 56) 

In addition to these, I added several that I selected from the script. They included: 

get away from me, let me go, listen to me, go away, where am I, why are 
you doing this to me, don't, what do you want from me, who are you, You 
are hurting me, I feel sick, why should I talk to you 

These phrases worked well for the initial exercise because each of them either 

request or deny something from another individual. In one moment they might be 

compelled to reach out for something, as in the phrases "yes, please, give me your hand, 

or stay." In the next moment, they would want to push something or someone away, as 

in "no, I dare you, or leave me alone." This give and take of contradicting emotions 

provided an interesting way to explore the characters and, at the same time, encourage the 

actors to engage their bodies within masks. 

The reactions of the actors to this exercise came as no surprise. They were tentative 

at first, making small, realistic adjustments, and only minimally engaging their bodies. 

They remained seated most of the time and did not yet feel free to move around the room. 

I could tell that they were working hard and trying to react spontaneously, but they were 

inhibited by the exercise and did not yet feel comfortable enough to commit freely to the 

exploration. 

After spending approximately twenty minutes on these, I asked them to pick the 

phrase with which they had the sttongest connection and to explore it fully. As they 

worked, I urged them to sttetch themselves, not to be tied to the chair, but to get up and 
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extend their bodies fully. They responded to my request and gave the gesture their full 

attention. I then asked them to work to find a beginning, a middle, and an end to their 

reaction. I wanted them to do more than strike a pose, but to explore their reaction in 

terms of movement. At this point, they began to release themselves into the exercise. 

They became less concemed with the others in the room and began to engage themselves 

individually in the mirror. I asked them to vocalize the phrase as they worked. The 

results were encouraging. They fully committed to the emotion and began finding unique 

ways to express themselves through their work in the mirror. 

After allowing the actors to release from this work, I initiated another of Libby 

Appel's exercises entitled "Hanging Pictures on a Wall." I instmcted them to imagine a 

wall in front of them and that it could be any kind of wall that they wanted. After they 

had created their environment and seemed comfortable, I told them that they had 

imaginary pictures to hang on their wall and that they had everything that they needed to 

hang them. I asked them to consider what kind of pictures they were and what kind of 

frames they were in. After giving them time to imagine fully what was in front of them, 

I asked them to begin to hang the pictures on their wall. 

Each actor responded differently to this exercise. Colby Landers was very violent. 

He tore drawers out, hammered on the ceiling, and then lay down on the floor and angrily 

pondered his handiwork. After a minute, he got up and tore everything dovm and began 

again. He smashed one of the pictures and then regretted his action. This only further 

angered him and he began again, furiously searching in drawers and slamming at walls. 

Jeff Young was also violent in the beginning, hanging each of his pictures angrily. 

After he got them on the wall, his emotions changed drastically. He backed away from 

them as if in fear and crouched in a comer staring at the image. He stayed there for the 

remainder of the exercise, staring at his imaginary pictures as if they were haunting him. 
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Kerry Graves was very gentle with her pictures, caressing them and polishing them 

before she lovingly put them in place. She seemed sad about their contents and would 

occasionally touch one softly before moving on to examine the next. After a time, she 

rearranged them, moving one and replacing it with a second in an almost reverent 

manner. 

Ruby Quinn sat for a very long time staring at her wall. She looked sullen and 

seemed oblivious to what was going on around her. Eventually she hung one single 

picture and then stared. She was as stiU as a statue, and it was difficult to read the 

emotional content of her posture. 

After releasing the actors from this exercise and giving them some time to move 

around the room and shake off the experience, I initiated a version of another of Libby 

Appel's exercises entitled "Waiting for a Bus." Instead of having the characters wait for 

a bus as Appel indicates in her book, I gave each of the actors a situation that related to 

the text ofKeely andDu. 

I told Ruby Quinn, who was playing the role of Keely, that she was in an abortion 

clinic waiting for the appointment to terminate her pregnancy. I chose this experience 

because it would be significant for her character. Throughout most of the play, Keely 

claims to want to abort her baby. I wanted Ruby to explore what the event would actually 

mean to her and to take the time to explore the thought process that would inevitably take 

place if she had the opportunity to carry out her intentions. 

I placed Kerry Graves, who was playing the role of Du, in a hospital, waiting for 

news of her sick baby girl. The child eventually dies after three heart operations, and the 

baby's death affects the character greatly. In many ways, it is this loss that motivates Du 

to take part in the kidnapping, and it colors the choices that she makes in relationship to 

Keely during the course of the play. 
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I placed Colby Landers, who was working on the role of the abusive husband Cole, 

outside Keely's house waiting for her to come home. StaUdng Keely is a significant 

action for his character, and one that he is described as having done in the exposition of 

the play. I hoped that it would be helpful for Colby to explore the feelings that his 

character had during these moments of waiting and that these discoveries would assist 

him in creating a fully developed character during his brief but cmcial scene. 

Jeff Young was working on the role of Walter, the vehement right-to-life minister 

who is in control of Keely's captivity. At the end of the play, Keely aborts her baby 

onstage, and Du stays to make certain she gets proper medical attention. Jeff s character 

flees the scene and never leams the outcome of the event. I asked Jeff to wait in the safe 

house for news of Keely's self-inflicted abortion. Who wiU knock on the door? Will it 

be Du saying that everything is all right, or wiU it be the police coming to arrest him? 

What is going through his mind as he waits? 

After the actors had worked for a while, I told them that they heard someone 

approaching. They each reacted to this stimulus. After a few minutes, I told them that it 

was a false alarm and allowed them to settle back into their thoughts. I never asked or 

leamed the details of what each actor discovered during this exercise, but I hoped that it 

helped each to get in touch with the character emotions and the choices that they would 

be facing during the course of the rehearsal process. 

After allowing the actors time to write in their joumals, we took a short break. When 

we retumed, I initiated work, using Michael Chekhov's concept of the psychological 

gesture. I gave them a series of emotions or qualities and asked them to explore each one 

of them physically until they discovered some configuration of the body that 

communicated their sense of that quality. The emotions that I used were joy, anger, 

pride, despair, fear, hate, love, envy, and lust. I encouraged them to work for strong 

gestures and total physical involvement. I urged them to avoid small detail. After they 
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had explored each quality for a while, I asked them to pick the sttongest physical 

expression they had found and then release it. After exploring each of them fully, we 

reviewed each one in tum. 

This proved a successful exercise and the beginning of actors making some sttong 

physical choices. It was interesting to note that some emotions came easier than others. 

For Ruby, it was more difficult to find expressions for joy and love, and much easier to 

find ways to express anger, despair, fear, and hate. Colby had sttong connections to 

anger, fear and lust which he stmggled constantly to conttol. For Jefif, the strongest 

connection was pride. The psychological gesture that he discovered during this exercise 

became a key element in his porttayal of Walter. He worked with his shoulders back, his 

hands clenching at his sides, and waUced with a purposeful stride around the room. In the 

later work, we refined this gesture, and conttasted it with the insecurity that his character 

feels about the enormity of his radical decisions. Jeff worked in a very exaggerated 

manner, and it was from this beginning work that we developed the extteme fanatic that 

would become his character in the play. 

Kerry's strongest connections were to fear and despair. As she explored fear, she 

curled her body and wrapped her arms around herself for protection. It was from this 

exercise that we later derived the opening moment of the play. In a later rehearsal, I 

instmcted Kerry to get down on the floor center stage and explore her reactions to this 

emotion. The result was the image of a fetal position which we utilized in the opening 

moment of the show. 

Her physical exploration of despair was equally expressive, and we used these 

discoveries at the end of scene two when Keely wakes up and realizes her predicament. 

Keely completely loses control in this moment, and Du's reaction to her tantrum is 

critical to the audience's perception of her character. I asked Kerry to retteat to the 

shadows of the back wall of the theatre and to tum away and explore as she did in this 
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exercise. She backed away, tumed her back on everyone in the room, and contorted her 

body as if the pain was more than she could stand. Although we scored this moment in 

later rehearsals, the impetus for the moment was derived from these beginning exercises. 

The next exercise was derived from Harrop and Epstein's Acting with Style which is 

entitled "Hieroglyphs." The basic idea behind this exercise is "to help the actor discover 

and then physically communicate the essential namre of concepts" (Harrop and Epstein 

317). I altered the exercise to fit the context of the play and the mask methodology. 

First, I gave Keely one concept and the other members of the cast its opposite. Examples 

of the opposing concepts that I selected were: "goodness/evil, victory/defeat, 

tmth/falsehood, freedom/restraint, and self-interest/sacrifice" (Harrop and Epstein 317). 

After they had worked individually, I asked them to explore each concept as a group by 

reacting and responding to one another. 

At first, everyone ganged up on Keely. This was a namral reaction because I had 

given her the opposite concept from the other three actors. But after working for a few 

minutes, they began to get a feel for the ebb and flow of the exercise. Walter and Du took 

tums trying to influence Keely, while Cole hovered in the background and occasionally 

injected himself violently into the fray. From this exercise we developed the idea to have 

Walter and Du change places during some of the transitions in the show. At one point, 

we decided that Walter should come up behind Du and slowly rotate around her to take 

her place in the action. In another scene, they slowly marched across the stage and 

changed places so that Walter could take Du's place in the confrontation. 

Next, I began to aHemate between strong and weak images, first making Keely the 

weaker character and then giving her the power. The dynamics of the relationships began 

to become clear as the power stmggle between the characters developed. I chose this 

exercise because it is a metaphor for the action in the play. Keely is in a weakened 

position because she is held hostage. She is not in conttol but is at the mercy of her 
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captors. Gradually, however, she begins to gain control despite her situation. The ebb 

and flow of the power stmggle in the play is an important theme, and one that this 

exercise explored. 

For the final improvisation of the evening, I asked the actors to determine the main 

desire of their character and to explore it physically. I coached them to think of their 

motivation in terms of a phrase of intention or action and to repeat it to themselves as 

they explored. When they seemed to have chosen their phrase and were at the height of 

the process, I asked them to freeze, remove their masks, and examine their images in the 

mirror. They seemed surprised, even curious about the image they saw, and stared at 

themselves for a moment, even after I told them they could release. 

This exercise marked the end of the first night of rehearsal. Everyone was 

exhausted, but I felt encouraged by the progress. Everyone had been apprehensive about 

mask work because they did not know what to expect from the rehearsal process. 

Although all of their fears were not allayed, they felt better just for having begun. 

In an ideal situation, I would have continued this type of work for at least a week 

before beginning to delve into the script. Because there were only three weeks including 

technical rehearsals to mount the show, I did not feel that we had that luxury. 

Consequently, we moved into the Lab Theatte for the second night of rehearsal and began 

to explore the first few scenes. We did not abandon exercises and start to rehearse the 

play in a ttaditional manner. We began to work the action of the play using the masks 

and the character emotions as the impetus for gestures, relationships, and movement. 

Emhodiment 

For the next few rehearsals, only Keely, Du, and WaHer were called. Cole does not 

appear until scene sixteen. On the second night, I gave the actors time for their individual 

warm-up and then asked them to take a few moments to reacquaint themselves with their 
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masks. When they were ready, we repeated an exercise from the previous evening. I 

took them through a series of emotions and asked them to explore each one by engaging 

their entire bodies. I used some of the words with which they had found the strongest 

connection on the previous night: anger, despair, fear, and pride. New discoveries were 

made. Many of their choices were different and stronger than the night before. After 

reviewing each one, I asked them to pick the strongest emotion for their character and to 

execute it. AII three of the actors chose anger. 

Next, we picked up our scripts and read scene one. I initiated a discussion about the 

action in the scene. The play opens with Du waiting alone onstage. After a few 

moments, a buzzer sounds and Walter enters with two orderlies wheeling the inert Keely 

into the room on a gumey. The orderlies place her on the bed and the three men exit 

leaving Du alone with her patient. Du gets Keely settled in the bed and then handcuffs 

her to the headboard. The scene concludes with Du sitting in the rocking chair singing to 

herself 

I asked the actors to examine exactly what happens and why. After a few minutes of 

discussion, the actors noticed that everything comes out of emotion in the scene and that 

there is very little implied physical action aside from what is written in the stage 

directions. We talked about using the emotional discoveries from the mask to explore the 

event of the scene. I asked them to consider the following: 

How does your character feel and how can it be physicalized? Is he/she 
covering how he feels with another emotion or mask? How can you best 
express your emotions toward the other characters in the scene, through 
distance or touch? 

After further discussion, I asked them to put down their scripts and to begin 

exploring the scene without dialogue. It was here that I met with fiaisttation, insecurity 

and resistance. Jeff wanted to use his script as a landmark for the events. He claimed he 

did not tmst himself to explore what happened in the scene without the words from his 
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script. He was concemed with his position on the stage and wanted me to block the scene 

so that he would know when and where to move. I tried to encourage him to explore, but 

he felt awkward and stated that he did not know what to do. 

Kerry also had difficulty, but I think her resistance stemmed from the sttain of 

confronting such intense emotions. She felt extremely insecure and was constantly 

worrying that she was going to let me down and not be able to do what I wanted. I 

pushed each of them to explore freely and stop worrying about all of these issues. I 

assured them that there were no wrong choices at this point in the process. The actors 

continued to protest by stating that they did not know what to do without having a script 

in their hands to guide them in their work. 

We talked again about the episodes of the scene and what happens in each. I asked 

them to list the sequence of events, and give each a title. I sttessed the importance of 

identifying the moments and exploring them without consttaints of blocking or lines. 

The actors tried to do what I asked, but were still inhibited. 

Everyone was fhisttated, so we took a break and went outside to relax and talk. I 

repeated the goals of the project. I explained that, if I staged this play in a conventional 

manner, it would not be an appropriate use of the mask. We needed to create a style of 

acting appropriate for the mental image of the prison. Nomealistic lighting, sets, and 

costumes demanded a nomealistic style of acting. The mask is the instmment that can 

free emotionally and physically to allow fuU exploration of the performance text. I urged 

them to tmst themselves and me, to let go and not worry about whether a character in real 

life a character would show or express this or that extteme emotion. In this world they 

should. Both Kerry and Jeff seemed to understand what I wanted and were willing in 

theory to make it work, but they were both doubtful and hesitant about exactly how to do 

H. 
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We went back inside and began again. They still resisted and did not feel as if they 

could let go. I finally decided to go ahead and give the actors some specific physical 

postures that they had used during the first night of rehearsal. I felt justified in doing this 

since we had reached an impasse and the gestures that I suggested were ones that they 

had discovered during the previous exercises. After doing this, they became much more 

comfortable and began to tmst the mask and began taking some risks. Kerry took the 

first choice that I gave her of being curled up on the floor in a fetal position and took all 

of my suggestions and moved them to this same level of intensity. I began to see a range 

of emotions: despair, fear, and resolution. Jeff, too, began to take more risks and 

developed the mask of pride his character hides behind. We talked about what was 

undemeath that pride, and he began working to show the layers of fear and love that were 

submerged. The scene ended very powerfully with Kerry crying and having to break 

from the moment and remove her mask. 

Jeff was finished for the evening so he left and the rest of us moved on to scene two. 

In this scene, Keely wakes from her dmgged stupor and realizes she has been handcuffed 

to the bed. After our stmggle and eventual progress during the first part of the evening, 

Kerry seemed more willing to experiment. She made some blocking choices based on 

her emotions in the scene and worked to continue exploring her emotions using her entire 

body. Ruby integrated some of her mirror work from the night before into her 

monologue. She explored intense anger and hostility and found ways to express these 

emotions, despite her limited mobility on the bed. In future rehearsals, we need to score 

her monologue together so she can layer in some of her other discoveries— fear, despair, 

but it was an excellent beginning. Du retreated to the chair as the intensity of the scene 

became too much for her, but I implemented a discovery from the night before of having 

her retreat into the shadows instead. An added bonus of this choice was its effect on 
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Keely. She realized approximately halíway through her monologue that she had been left 

alone, and this discovery intensified her panic. 

Kerry continued to do great work for the remainder of the rehearsal. She made 

sttong choices, although I could tell that she was tiring and would not be able to continue 

much longer. Ruby was also working well and taking some enormous emotional risks. 

The last two scenes for the evening were both one paragraph each. Since we only had 

twenty minutes left and Kerry seemed exhausted, we went through each of the scenes 

quickly. In scene three, Du offers to help Keely wash up but Keely refuses to allow Du 

near her. In scene four, Keely slams her breakfast tray to the floor and Du refuses to get 

down on her hands and knees to clean it up. We talked about the stmcture of the scenes 

and how each ends in a stalemate. We went through them a couple of times while I 

offered suggestions to assist them in intensifying their physical gestures. 

By the end of the evening the actors felt better about their work and that we had 

identified some practical ways that we could reach our goals. Their discoveries were 

good, and I was confident that we were well on our way to achieving the desired 

objectives. I was concemed about the way we are working toward those choices. I 

wanted the actors to let go their inhibitions more and stop worrying about the particulars 

of lines and blocking. Early in the process actors should feel free to explore the emotions 

of the characters through work with the mask. The technical scoring and detail should 

come later. I hoped after the stmggles of this rehearsal we would all feel more 

comfortable approaching the work in this new and unconventional way. 

On the next night, I asked them do their physical warm-up after first reading the 

scene we were going to explore. They spent some time stretching and then worked solo 

with the mirror and their masks. After a time, I told them to move slowly into the space 

and explore the dynamics of scene five without words. In scene five, WaHer visits Keely 

for the first time and tells her why she is being held captive. The discussion deteriorates 
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quickly into an argument and culminates when Keely challenges Walter to remove his 

mask and reveal his identity. This time, actors showed no hesitancy and their 

relationships began to become clear. Jeff tried to get Ruby to look at him, Ruby tried to 

avoid Jeff at all costs, and Kerry tried to intervene when things became too intense 

between them. Violence began to emerge from Jeff, contrasted with moments of 

pleading and kindness. No matter what tactic he used, Ruby spumed them all. 

Next I asked them to begin the scene again using their own words. Jeff took off his 

mask and said he did not know it well enough, so we began to talk about the scene, the 

emotional episodes, and what he wanted in each one. I asked them again to go through 

the scene using their own words, but Jeff continued to resist. He wanted to use his script 

and said he could not do the scene without it. 

I allowed them to run through the scene using scripts, but the actors accomplished 

nothing. It became a conventional rehearsal, and I believed I had to put the work back on 

the right track. After reading through the scene once more, I asked him if he was ready to 

try it in his ovm words but he balked again. The other actors were fhisttated, and I felt 

that we were stymied. I did not want to block the scene without having the actors explore 

it first with the mask. Going through the scene with the script in hand nullified the mask 

work. We took a break and let Jeff look over his script. We talked further about the 

actions in the scene. I reminded Jeff of the discoveries he had made the night before. 

Jeff agreed that without incorporating the mask, the scene deteriorated into characters 

sitting around talking. He agreed that he must address the scene in terms of emotional 

action and that the scene had to be physicalized in some way through the mask. 

After the break we tried the scene again, and Jeff had a major breakthrough. Jeff got 

on his knees submissively; he angrily attacked Keely on the bed; he cahnly sat beside her 

on the stool. An entire range of different physicalizations of their relationship emerged. 

He found several ways to express his character, using his own words. We taUíed after the 
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scene and Jeff felt more confident that he could do what I asked. The rehearsal took on a 

different emotional tone. We had a breakthrough! 

I was optimistic at this point in the rehearsal process. The actors were beginning to 

tmst the mask, take increased emotional risks and they were gaining confidence in mask 

work as a viable way to work scenes. Actors were developing insights into the scene 

when they tmsted themselves to explore the actions silently and then approach them a 

second time using their own words. I explained the importance of working alone on their 

character and the scene before coming to rehearsal every night so we would not have to 

stmggle with the sequence of events. I urged them again to think in terms of emotional 

episodes and to worry less about blocking or memorizing exact lines. 

The next two scenes that we rehearsed that evening went smoothly. In scene six, 

Keely once again knocks her breakfast tray to the floor. Du gets down on her hands and 

knees to clean up the mess and begs Keely to talk to her but she refiises. Kerry seemed to 

embrace the mask process. She explored her character with abandon and made 

increasingly bold physical choices. Ruby had no trouble working without a script. I 

though Ruby would have the most trouble ad-libbing the script because she is a 

playwright as well as an actress, but she showed the least amount of resistance. Ruby 

continually explored her positions on the bed, and, although I still encouraged her to 

sttengthen her choices and find more variety, she committed herself fiilly to the mask 

process. 

Scene seven was the final scene for the night. In this scene, WaHer bombards Keely 

with information about abortion until the pressure becomes so intense that Du is forced to 

intervene. I asked the actors to explore it as a masked ritual. Jeff circled the bed and 

explored the orgiastic qualities of Walter. Jeff entered the exercise freely and the scene 

went smoothly and ended with energy. Scene seven was one of the most powerful scenes 

in the play. Jeff was increasingly willing to take emotional risks, and the physical work 
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he was doing with his mask was leading his character to extremes. Script analysis 

indicated that Walter had to be unlikeable. His unlUceable trait is necessary to the script 

because it bonds Keely and Du. I did not plan the fanaticism that Jeff was beginning to 

develop, but as rehearsals progressed, this interpretation became exciting. 

I wamed the actors that, if we had time at the end of the next evenings rehearsal, we 

would mn through all the scenes we had worked on so far. I did not want to get too far 

into the rehearsal process without reviewing previous discoveries and solidifying the 

choices they had made. Running the scenes in sequence would be an arduous but 

necessary experience for everyone, and I did not want to put it off too long. I asked them 

to smdy the scenes we had already worked before coming to rehearsal so we could 

continue to expand upon the discoveries we had previously made. 

The next rehearsal went smoothly. In scene eight, Keely and Du begin 

communicating for the first time. Both Kerry and Ruby worked effectively and explored 

a variety of physical postures to communicate their desires. Scene nine went quickly 

because Jeff, in order to avoid going through the scenes without his script, memorized his 

lines in advance. This negated the developmental nature of the exercises. In this scene, 

Walter brings groceries to Keely and tries to force her to look at pictures in abortion 

pamphlets. I tried to persuade Jeff to let go and stop worrying about the details of lines 

and blocking. Despite my attempts to convince him, I realized I was fighting a losing 

battle. He was not wiUing to take the risk of improvising scenes despite his success in 

past rehearsals when he allowed himself to let go. 

Kerry and Ruby, on the other hand, grew increasingly comfortable with mask work. 

In scene ten, Du replaces the abortion pamphlets that Keely holds with a pair of baby 

booties. In scene eleven, Keely and Du sH together on the bed for a period of time taking 

time to recover from Walter's most recent onslaught. After some time has passed, Keely 
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asks Du for some breakfast. This is the first concession that the character makes in the 

play and Ruby and Kerry played the emotional tension well. 

In scene twelve, Walter visits Du and brings a message from her husband who was 

injured in a picket line. The scene was short and Jeff offered little resistance. Once 

again, he had memorized the scene before coming to rehearsal. When time permits, 

several nights of table work beforehand might help alleviate actors' fears. Inadequate 

time proved to be a major problem in using masks for the rehearsal process. 

After working each of the scenes that were scheduled for the evening, we started 

back at the beginning and ran through the show up to that point. Many of the character 

insights gained through mask work were lost in the process of trying to remember past 

discoveries and attempting to repeat them. The most important change I noticed was the 

speed of the scenes. Many of the moments of insight were lost in the realistic pace. I 

determined that, in the scoring process, I wanted to highlight specific moments and allow 

actors to continue longer than would be realistic in order to allow the emotional life of the 

play to emerge. 

Because the cast was exhausted at the begiiming of our next rehearsal, because scene 

thirteen seemed intimidating, and because the mask engagement and embodiment had 

proven exhausting, we decided to try a different approach. We reversed the normal 

procedure and began working with scripts and without masks as we sketched out a rough 

outline of the blocking of the scene based on the extemal analysis. In scene thirteen, 

Keely and Du have an emotional breakthrough and begin to listen to one another for the 

first time. After goHig through the scene a couple of times to solidify the movement, 

actors then put on their masks. I wanted to observe ways the resuH would differ starting 

with the analytical and then moving to the emotional rather than the reverse. I also was 

curious about how the scene would be different with and without the mask. The process 

proved much less fhisttating than before, and yet the mask stiU made a difference when 
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the actors ran through the scene. Both Ruby Quinn and Kerry Graves said that as soon as 

they put on the mask they became more conscious of using their bodies. 

I do not believe that this exercise negates the study. By this point in the rehearsal 

process, Kerry and Ruby and become accustomed to working in the masks. They had 

developed emotional centers that were immediately engaged when the mask was added to 

the scene work. These two actors had also become used to expressing their emotions 

physically, and once they donned their masks, the impulses that had been cultivated 

during the previous rehearsals began to emerge. 

On the following night of rehearsal, we began work on scene fourteen. In this scene, 

Du puts a stethoscope up to Keely's ears so that she can hear the fetal heartbeat of her 

unbom child. After listening briefly, Keely rips the instmment from her ears and pushes 

it back to Du. The physical actions are carefully explained in the stage directions, and we 

explored these with varying levels of emotional intensity. 

We moved next to scene fourteen. This scene begins in the middle of a heated 

argument between Keely and Walter. The argument culminates with Keely spitting in 

Walter's face. When Walter reacts to this invasion by thanking Keely, the two women 

explode into laughter. Although Walter attempts to regain conttol of the moment, he fails 

and is forced to exit. We read through the first part of the scene to Walter's exit, and then 

did warm-up exercises. After the sttetching and meeting the mask exercises, the cast 

explored the scene without words. During the discussion of the scene, everyone noticed 

that Keely wins for the first time. Walter loses his power over her and becomes 

ridiculous. The actors approached the scene without words and then went through the 

scene again several times using their own dialogue. The scene seemed to block itself We 

talked about how well the process works when actors tmst themselves and release their 

inhibitions with the mask. I asked WaHer to find ways to express his new-found 

emotions physically, and he was successful. 
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After a break, Jeff left, and we read the remainder of scene fifteen. This is the 

longest segment in the play and one of the few that requires extensive props and business. 

The scene occurs on Keely's birthday. Du surprises Keely by unlocking her handcuffs 

and allowing her to move freely around the room. She gives Keely presents for the 

occasion—a six-pack of beer and an outfit of clothes which she had dry-cleaned for their 

party. Keely dresses herself during the course of the scene and the two celebrate her 

birthday. Keely moves around in her environment for the first time and the two women 

exchange stories about their past. The scene ends with Keely curled up in Du's lap while 

Du sings her a lullaby. 

We decided to block the scene without masks to familiarize ourselves with the flow 

of details. After blocking, we ran through the scene once and then were forced to stop 

because we had mn out of time. It was a very productive rehearsal in terms of having 

some fun with the show, and, although we did not have time to integrate the mask, I felt 

like we had a sttong framework for the scene and that future exploration would utilize the 

mask more productively. 

On the next night of rehearsal, we approached scene fifteen again while wearing 

masks. The work from the night before seemed to allow the actors to feel less 

intimidated by the scene. The actors were able to explore more freely and their work 

was increasingly physical. They were connecting sttongly with their characters and their 

masks after one week of rehearsal. 

Next we began work on scene sixteen. In this scene, Walter arrives and surprises 

Keely and Du who have fallen asleep together on the bed after their night of festivities. 

Walter is fiirious when he enters and discovers that the two women have been drinking 

beer. Before he arrived, Keely was able to change quickly back into her night clothes and 

hide the outfit and clothes hanger under her blanket on the bed. After Walter lectures Du 

for her transgressions, he announces that Keely's ex-husband Cole is waiting outside to 
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see her. Although Keely reacts violently to this intmsion, Cole enters and proceeds to 

beg for Keely's forgiveness. This was Colby Lander's first rehearsal in almost a week, 

and he had obviously been working on his own. His interpretation was a bit different 

from mine. He thought Cole was being deliberately manipulative, but after we talked, he 

agreed that Cole should be as sincere as possible. His preparatory work was revealed 

throughout his body as he began to physicalize the conflict within the scene. As the 

scene continued, Cole offers his hand to Keely in forgiveness. He begged her to take his 

hand as a sign that she forgave his transgressions. Keely responded by biting Cole's hand 

and Cole reacted by trying to strike her. Walter and Du were forced to pull Cole off of 

Keely and msh him from the room. While everyone was gone, Keely removed the 

coathanger from under the covers and aborted herself onstage. 

Colby's work with the mask during this scene was exemplary. He remembered 

many of his discoveries from the first night of rehearsal and incorporated them into the 

scene with Ruby. He used his body fuUy to express his character's insecurities and he 

tried a variety of physical positions to express his increasing emotions. He ended the 

scene kneeling by her bed extending his hand. This position of supplication conttasted 

well with his domineering attack when he attempted to strike Ruby. We stopped the 

rehearsal at this point, removed the masks, and choreographed the violent moments so 

they would be safe for the actors. 

Jeff s work on Walter was progressing. He worked on the physical expressions of 

his prideful emotions. The underbelly of his character was becoming more obvious. Jeff 

also seemed to enjoy the freedom of exploration. Ruby continued her openness to 

suggestion although she sometimes stmck a pose that seemed effective and did not 

change it much. I encouraged her to continue to try new things even if that position was 

revealing. She was consistently eager to try anything that I suggested. I began to look 
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forward to working with her on scoring her movements in the next phase of the rehearsal 

process. 

After working through the scene a couple of more times with the actors using their 

own dialogue, we moved on to scene seventeen. In this scene, Walter remms and finds 

Keely unconscious after aborting her baby. We worked for a long time exploring various 

reactions to this moment. Jeff was eager to experiment and we incorporated several of 

his discoveries from earlier exercises. Kerry worked well with Jeff and assisted him by 

trying a variety of gestures to which he could respond. The scene ends with Du staying to 

wait for the paramedics and Walter fleeing to a safe location. Du's refusal to leave Keely 

results in her arrest and imprisonment. 

Scene eighteen is the final scene of the play. In this scene, Keely visits Du in prison 

and the roles of the two women are reversed. Keely attempts to get Du to talk and Du 

refiises to cooperate. The scene ends with the two women facing one another and asking 

each other the question "why." After we had discussed the scene and the role reversal 

that had occurred, I asked the women to trade masks and approach the scene using their 

own words. This proved to be a very successful exercise and one that shocked the two 

actresses. The act of physically exchanging personas or masks triggered many 

discoveries and a great deal of the physical work that had occurred during earlier portions 

of the play were repeated, but by the opposite actress. Ruby became captor and Kerry 

became captive. Both women worked well to physicahze the role reversal and to find 

gestures that would express their emotions. 

This rehearsal marked the end of the first stage of the process. We had gone through 

the entire show and physically explored each scene through the mask. Although some 

rehearsals were more successful than others, we had made progress toward finding a style 

of acting demanded by the mask. We were halfway through the rehearsal period, and it 

was time to review our discoveries and begin to solidify and score the work. 
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Transitinns and Vncalization 

Keelv and Du is comprised of eighteen scenes of varying length. The script calls for 

blackouts between the scenes to indicate the passage of time, as well as to mark the 

beginning of new moments in the development of the play. Instead of using blackouts 

and obscuring the transitions, I elected to highlight these moments by leaving the set lit 

and inserting Mark McCoy's musical compositions. The ttansitions provided an 

excellent opportimity for mask exploration and assisted the actors to develop 

relationships between their characters in the play. 

Mark and I worked together before rehearsals began, and I explained to him the 

sound requirements in each of the transitions. The sound should either support or 

conttast with the mood of each segment and should be as abstract as possible. A realistic 

soundttack would not match the nomealistic elements of the production. The music 

should, instead, harmonize with the expressive lighting changes. Armed with this 

information and a script, Mark began to develop preliminary ideas. 

Mark brought his synthesizer to rehearsal at this point in the process, and we all 

worked together on the transition moments. Everyone contributed during this session, 

with director, actors, composer, and even the stage manager expressing ideas. It proved a 

very creative rehearsal. 

We approached each transition as a separate entity. The actors started late in the 

previous scene and worked through the beginning of the next. While they worked, Mark 

improvised. Afterwards, everyone discussed the results. Mark made adjustments to the 

score while the actors explored different possibilities for action. We then repeated the 

experience and further refined both the actors' movement and the music. Actors wore 

their masks in these sessions, and the actors were comfortable enough in the work by this 

time to explore freely. 
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We did not attempt to solidify the transitions at this point. Again, the focus of the 

rehearsal was exploration. Mark sketched out ideas for each of the ttansitions and left to 

work on his own. After he left, the cast ran through the entire show for the first time. 

Little progress was made in terms of character development, but a mn-through was 

necessary to prepare actors for the next phase of the rehearsal process. I allowed the 

actors to rehearse using their scripts for the first time, and they began to stmggle to 

memorize their lines. Actors needed the continuity of running the entire show to get a 

feeling of the development of the production as a whole. 

Integration of Minor Characters 

At this point in the process, I gave the principal actors some time to memorize their 

lines while I worked with the actors who had walk-on roles. This was the first rehearsal 

for these young actors, and none of them was familiar with mask work. Their lack of 

experience only served to strengthen their resolve. Matt Chauncey and Ricky Sperandio 

were cast as orderlies. Although the two men were only onstage long enough to wheel in 

the imconscious Keely and place her on the bed, they were anxious to make the most of 

the opportunity. Jill Leven was cast as the guard. Her job was to bring Du onstage in a 

wheelchair and oversee the conversation during the prison scene. 

I made the decision before rehearsals began to work with these actors separately 

from the four major actors. The time needed to inaugurate the extras to the mask was a 

fi^ction of the time necessary for the others, and I did not want them to be intimidated by 

their more experienced piers or for their inexperience to hold back the exploration of the 

other actors. There was a time lapse of two weeks before the extras would be called 

again to rehearse, and I did not want for them to forget their discoveries. I elected to 

conduct the two rehearsals separately. 
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I took the new actors into the makeup room and laid out all of the remaining masks 

on the table. I explained the project to them as I had to the other actors on the first day of 

rehearsal. Finally, I allowed them to select a mask and took them through some of the 

same exercises as the other actors. The entire process took approximately two hours. 

Each of the three actors responded quickly to the mask. Ricky's character was tough and 

belligerent, and he explored those characteristics fuUy in the mirror. In contrast, Matt's 

character was nervous and fearful. The dichotomy between these two characterizations 

came naturally, and the choices were suitable for the situation in the play. 

Jill did not seem to have a natural affiliation with the mask that the other two did, but 

she stayed with the process until she felt comfortable. She was more deliberate in her 

exploration and seemed to approach it on an intellectual rather than an emotional level. 

Eventually, she approached me with questions, and we began to talk. She wanted to 

make certain the discoveries she was making were appropriate to her character. After 

being reassured that she was on the right track, she gave herself up to the mask and 

worked effectively with her image in the mirror. 

After giving these actors some time to write in their joumals, I took them into the lab 

and integrated them into their respective scenes. I instmcted them as to their blocking 

and encouraged them to explore through their masks as we ran the show. After the run, I 

gave them notes and encouragement. 

Scoring the Mask 

During the next phase of the rehearsal process, I worked with actors to develop each 

of the scenes, conducted ftirther exploration of character relationships and solidified the 

blocking. It was at this time that I began to score the show, using the actors' impulses as 

a guide. First we ran each scene and revitalized the emotions and relationships that had 

already been developed. Then we spent some time altering and solidifying the movement 
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pattems in each scene, based upon the demands for rhythm and dynamics. After setting 

the blocking, we worked through each scene several times, trying to synthesize all of the 

elements. During this phase of the process, the show began to take shape, and the 

emotions and relationships of the characters became fully developed. Line memorization 

seemed to come fairly quickly, although many of the sequences that contained factual 

information about abortion proved more difficult. 

As the performance text began to evolve and opening night grew closer, I gave the 

actors the option of removing their masks. I had hoped that the point when the actors no 

longer needed their masks would be obvious to them. This assumption proved correct. 

Actors began work on the scene wearing their masks but by the end of each evening, the 

actors felt the masks hid more than they revealed, and most of the actors wanted to 

remove them. They were surprised at how easily the adjustment was made. Actors were 

frequently shocked at seeing the expressions on their fellow actors' faces. 

On the first night, we worked on the first five scenes of the play. Several 

discoveries that were made on the first night of rehearsal went into the final production. 

The opening of the show was such a moment, with Du lying on the floor in a fetal 

position singing "K-K-Katie." Kerry worked more on this moment. She determined why 

she was lying there and the effect the buzzer had on her emotionally when it broke into 

her thoughts. She determined when she rose, why she rose and the way she got back into 

the reality of the scene. Her explorations resuHed in the following score of actions: Du 

jerked awake suddenly augmented by a sharp lighting change. She got hurriedly to her 

feet but took her time to sttaighten her back, lift her head, and declare herself ready. Her 

stiff-necked resolve was soon shattered, however, as WaHer entered looking ridiculous in 

a clear plastic mask. She fell apart briefly, and her entire body cmmbled at the prospect 

she was facing. 
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When WaHer entered, he held himself stiffly in check. When Du saw him and burst 

into hysterical laughter, his physical facade cmmbled to reveal his tme emotion—intense 

fear. His voice lost its power and became childlike. He crossed away from Du to gain 

self-conttol and forced himself once again to waUc erect with his head held high. When 

he tumed, he had recovered his composure, although his overly loud voice and emphatic 

gestures gave him away. 

This is a detailed account of less than one minute of action, but it provides an 

example of the scoring process. The halhnark moments of the scene were identified for 

each character, and they were scored both physically and emotionally. These intense 

emotional moments were then linked to form a continuous score of actions. 

Most of the emotional content of each moment and the corresponding gestural 

expressions had been discovered during the first week of rehearsals. In the second phase 

of the process, I worked with the actors to score those moments, weave them into an 

overall framework, and highlight certain ones to build the proper dynamics of the show. 

The gestures and physical expressions the actors had discovered during the exploration 

phase with the mask were choreographed into various moments of the production. 

At times, I doubted the integrity of this decision. Although almost everything came 

from the mask work, I positioned the elements and developed them through traditional 

directing methods. This meant that what came out of a specific moment in the exercises 

was often placed at a different time within the scene or even in an entfrely different 

section of the play. Through this method of scoring, I was able to conttol the 

development of intensity in each scene. A description of some key mask moments and 

how they were developed during the scoring phase of the rehearsal process will clarify 

the procedure. 

At the end of scene one, Kerry backed up to her rocking chair and sat down. I 

reminded her of one of her discoveries during the psychological gesture exercise—when 
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she curled up in the chair, clutched her legs up into her body and covered her head with 

her hands. I encouraged her to end the scene in this way, with Du's despair expressing 

itself in the same manner as it did at the beginning of the play—the fetal position. 

Nothing had happened to alleviate her fears, and the emotional intensity of her character 

was mounting. She rocked in the chair and sang the first phrase of "K-K-Katie." Mark 

picked up the threads of the tune in the musical track and fmished the phrase with an 

eerie sounding flute. 

Keely wakes at the beginning of scene two. This scene was difficult for Ruby 

because it culminated in a challenging monologue. During the early stages of rehearsal, I 

encouraged her to experiment with her movements. They were severely curtailed because 

she was handcuffed to the bed. She explored different ways she could express herself 

physically and we scored her positions on the bed. She began by being vague during the 

beginning segment of her monologue because she was emerging from a dmg induced 

state. The realization of her predicament grew gradually, with her anger exploding on the 

line "Now!" This line focused the scene. It repelled Du backwards off the bed and 

initiated her retteat into the shadows of the back wall of the set. Ruby puncmated this 

moment with a fiill body thmst toward Du. From that point forward, I wanted the 

impression of poorly conttolled hysteria. I side-coached Ruby to get out of bed and find 

herself alone in the room. She tried to spin around to locate her captor but was hampered 

by the handcuffs. She fmished the scene curled up on the floor around the headboard of 

the bed, in a fetal position expressing her fear and desperation. This repeated physical 

motif paralleled the emotions of Keely and Du. They were similarly affected by their 

situation. 

The transition from scene two to three was augmented by the sound effect of a high-

pitched whine. It increased in intensity until it was abmptly cut off when the lights 

snapped up on Du's first words. I encouraged her to shout her opening lines with forced 
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bravado. I wanted the change to have a disorienting effect on Keely and thereby make 

the transition an important segue into the scene. At this point, I imposed myself on Ruby 

and asked her to create a moment that had not been discovered during the mask work. I 

had her hold onto the bars of the headboard and glare at Du as if from inside a prison. 

This image was further emphasized by the shadows on the floor cast by the light hitting 

the metal sculpture of pipes above the actor's heads. The strong visual picture 

highlighted the themes of the play. Ruby had no difficulty in incorporating the pose into 

her work. I encouraged her to slowly rise from this position until she was peering over 

the top of the headboard like an animal. The action created a powerful and threatening 

image that further served to frighten and intimidate Du. 

The transition music from scene three to scene four was percussive. The lights 

dimmed during two musical phrases. I side-coached the actresses to move in concert 

with the sound in order to give the transition a stylized effect. Scene three began with 

Keely knocking her breakfast tray out of Du's hands to send it crashing to the floor. The 

clanging of the metal tray on the floor produced a loud, jarring effect and I encouraged 

the actors to react visibly to this sense image. 

Scene four was short, but the entire impulse for movement was taken from earher 

rehearsals. Kerry walked away from Ruby, tumed her back on her and refused to make 

eye contact. I instmcted Kerry to tum her rocking chair around and sit facing away from 

her prisoner. This forced Ruby to look at her, even though Kerry had tumed her back. I 

encouraged Ruby to continue to seek variety in her positions on the bed and to explore 

her emotions in response to Kerry's obvious physical rebuke. 

Scene five was the most problematic of the entire play. From the beginning, Jeff 

Young stmggled with his character, WaHer. Although Jeff worked hard with his mask 

and took a number of risks, we never conquered this scene. Jeff constantly worked to 

control his character's temper, which threatened to explode out of insecurity at any 
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moment. He became fanatic when preaching about abortion, yet tender when trying to 

convince Keely that he cared for her and her predicament. His body fully expressed 

these conttadictions as a result of his work with the mask. When Jeff entered, he was 

upright and confident in his posture. As he got carried away, he literally propelled his 

body across the stage and demonsttated his zeal with dynamic gestures and postures. 

When his anger surfaced, he tried to push it inside physically, hunching his shoulders and 

making downward movements with his hands. The conttasting gesmres and physical 

positions were dynamic, but the overall efifect was out of proportion to the rest of the 

play. 

The fault for this failure was directorial. I pushed Jeff constantly, asking him to 

explore the extremes of his character. The resulting performance was sttained, and it was 

obvious that the actor was pushing too hard to achieve his desired objectives. In 

rettospect, I believe it was too early in the play for Walter to reveal so much of himself in 

such an extteme manner. It left his character little room to develop, and Walter became 

unatttactive too quickly and the audience rejected him. 

In scene six, Du finally loses patience with Keely. This was a very forbidding 

moment for Kerry Graves, who had difficulty showing anger in her own personal life. I 

encouraged Kerry to allow the mask to lead her in this scene and to incorporate some of 

her discoveries from our earlier exercises. I gave her free rein in terms of using the space, 

and together we developed a pattem of movement that expressed her exploding emotions. 

Her gestures became stiff and unconttoUed, which contrasted greatly to the timid and 

reserved movements she had used earlier to express her pent-up fear and despair. Kerry 

achieved a definite progression of emotions during the show, and her corresponding 

gestures and body posHions emphasized the development. 

Just as scene five was never fully satisfying, scene seven was the highlight of the 

show in terms of mask work. Jeff did an excellent job in this scene of porttaying 
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Walter's religious zeal and communicating it fully through his contorted body. He 

caressed himself, raised an imaginary baby as if in sacrifice, and climaxed above the 

headboard in Christ-like martyrdom with his arms fully extended to his sides. He 

invented all of this from the mask work. Pulsating lights fiirther supported the ritual with 

a fetal heartbeat providing the timing for the pulse. The scene ended with Du's breaking 

the spell, causing Walter suddenly to snap back to consciousness and realize his 

vulnerability. Jeff played this moment well, and we worked together on finding the right 

combination of physical postures for him to express his conflicting emotions. Although 

scene five was one of the riskiest moments in the play, Jeff confronted it directly. This 

was due, in part, to the confidence he gained through his work with the mask. 

The transition out of scene seven was abmpt. Du punched the first word of her 

monologue, stood up quickly, and the lights changed sharply. After the tension of the 

previous scene, the abmptness of the change had a jarring effect on Keely. Kerry had a 

long monologue in this scene and was concemed about her approach to it. She could not 

remember what she had done last time and seemed nervous about remembering her lines. 

I helped her recall many of the discoveries she had made from our earlier work, and I 

reminded her of the choice she had made to sit on the floor next to Keely's bed. Once 

given this framework, the mask work background took over. Kerry made a strong 

connection to the words of her speech and ended up pleading on her knees for Ruby to 

talk to her. When Ruby refused, she exploded. She got up off the floor and threw her 

sponge into the bucket. She propelled herself away from Ruby and then wheeled around 

for the attack. The force of her onslaught was so powerful that it compelled Ruby to 

defend herself This moment had been a concem of Ruby's, because she did not 

understand why she all of a sudden began to open up. In light of the force of Du's attack, 

Keely had no choice but to respond. 
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The transition from scene eight to scene nine came directly from the exercise of the 

fîrst night involving concepts. During that exercise, there was a moment when Kerry, in 

trying to protect Ruby, confronted Jeff This discovery became the key to this transition. 

As Walter entered, Du rose from beside the bed and crossed in front of WaHer as if to 

stop him. When they met, a high-pitched sound began and continued to build in 

intensity. Walter paused, stepped purposefully around Du, and continued over to sit by 

Keely's bed. As he sat, the noise changed to a metallic ticking, which continued as the 

tension in the room mounted. I asked Jeff to take a long pause before beginning the 

scene. I wanted him to feel the awkwardness of the moment build inside of him as the 

ticking grew louder, so that when he did finally speak, it was out of necessity to break the 

building tension. 

This was an important moment for Walter, because it was the first time he had been 

on stage since losing control in scene seven. Visibly nervous, Jeff tried everything to 

make up for his previous actions. He joked, he tried identification, he displayed his 

purchases. I wanted Jeff to stmggle in this scene and to communicate and score the 

postures of insecurity he had developed through the work with the mask and he was 

successful. 

Walter forces Keely to confront the abortion pamphlets at the climax of the scene, 

and I worked with the actors to score this moment precisely. Before Jeff showed her the 

pamphlets, Ruby sat erect on the bed as Jeff hunched over beside her. As he showed her 

each pamphlet, he became more confident and Ruby became more defeated. When we 

worked this moment with the mask, Jeff became more and more erect with each 

pamphlet, and Ruby became less so. The scene culminated with Jeff towering over Ruby, 

while she slumped over almost lifeless on the bed. 

This was Keely's weakest moment in the play. It is foUowed by Du placing a baby 

shoe in her hand as an aHemative to the horrors of abortion. The script calls for Keely to 
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smell the shoe, and we followed this stage direction to the letter. Kerry's impulse in this 

moment was to sit beside Ruby on the bed, and I encouraged her to complete that action. 

I instmcted them to hold this position for as long as possible. Keely is finally broken 

down enough to admit that she is hungry. In the script, this sequence of events is 

comprised of three separate scenes. Instead of separating the moments, I chose to link 

them together. We indicated the passage of time with lighting changes, and I wanted 

Ruby to have the opportunity of experiencing the fuU range of her emotions, rather than 

have them occur during the blackouts between scenes. 

The conversation that occurs during scene twelve marks the only time that Walter 

and Du interact without the presence of Keely. She has fallen asleep when he enters and 

remains asleep throughout the scene. This is the time for the audience to see the real 

Walter, a time when he does not have to put on a facade for Keely's benefit. Jeff 

considered what his character would be like without her watching him, and we agreed 

that this was when he could be the most vulnerable. 

It was my hope that by showing his vulnerability in this scene that the audience 

would perceive another side of Walter. The concept failed. Although Jeff did a good job 

of using the mask to express his fatigue and despair at the state of affairs, the scene was 

too short to have any real impact. We had already built up such a negative impression of 

his character that it was difficult to counteract it. 

Scene thirteen marks the first time that Du and Keely have a conversation, with one 

party speaking and the other actively listening. We begin to see new facets of each of the 

characters, and the relationship becomes more than prisoner-to-guard. Although Du has 

attempted to get through to Keely, this is the first time that we see Keely making any sort 

of effort to be open and to respond. Both have the opportunity to air their views on the 

situation, and they listen to one another in a new way. They are beginning to like each 

other, and this comes as a surprise to them both. This does not mean that the scene is 
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tension-free. The antagonism is still present in the scene, and much of the conversation 

continues to be adversarial. 

This was one of the most difficult scenes in the play to activate through the mask. 

Since I had already blocked this scene during the first phase of the process, we spent time 

exploring the emotional relationships and their expression through gestures. Here, we 

made an interesting discovery. Because the intensity of emotions was lessened, the mask 

work became more difficult. In the earlier scenes of the play, the emotions were at their 

highest level of intensity. As the play moves forward, Keely begins to acclimate to her 

situation. The intense anger, hate, fear, and despair dissipate. She becomes accustomed 

to her surroundings and begins to open up. As Keely gradually changes, Du also 

responds. She no longer has to force her cheerfulness in order to cover up her tme 

feelings. She begins to care for Keely and becomes more and more able to express 

positive emotions. 

It is not the negativity of emotions that empowers the mask so much as the intensity 

of emotions. As the intensity of the emotions lessens, the mask becomes less powerful. 

There is a danger of layering on something that is not there in these instances, and I 

wamed the actors against this pitfall. This led us to discover another interesting 

phenomenon. Once the intense emotions were dissipated and the actors were left in a less 

emotionally charged environment, the desire to cover up the self with "character 

idiosyncrasies" became strong. 

This discovery should not have come as a surprise, but it did. Although I knew from 

the beginning that I was taking a realistic play and transforming it into a style of 

presentation that would accommodate the work with the mask, I carefully considered why 

a realistic style might not work well with this methodology. Scenes thirteen, fourteen, 

fifteen, and sixteen are exttemely realistic, and there was no way to change them. During 

the first twelve scenes of the play when the emotions were intense and the scenes were 
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short, the mask helped actors find exaggerated means of expression, and I could augment 

those emotions in conjunction with the team of designers. Beginning with scene thirteen, 

the scenes become longer and the characters begin to relax from the ordeal. I was 

concemed that the play would change drastically at this point and move into an entirely 

different style of presentation. 

I pushed the actors very hard to try to counteract this problem and I believe we were 

successful. The mask work became more subtle. The gestures became smaller and the 

body positions more relaxed, but the work was still vital and alive. There were still 

intense moments, and these were fully expressed, but even the more relaxed sections had 

an intensity that I do not think we would have achieved without the work with the mask. 

Scenes thirteen and fourteen introduce some of the logical discourse in the play. 

Both Keely and Du have the opportunify to express their philosophical views on the 

abortion issue. Keely presents her story and explains why she is so adamant about 

aborting her baby. We also leam more about the character of Du and her reasons for 

joining a group that is willing to propel an issue to such extreme measures. The action of 

the play slows for this exchange, but no real progress is made by either character toward 

changing the other's mind. 

Scene fifteen begins with Walter and Keely in the middle of a another heated battle. 

In many ways it was a relief to work on this exchange after the conversational style of 

Scenes thirteen and fourteen. At the climax of the fight, Keely spits in WaHer's face. 

The shock of this moment brings him back to his senses, and he regrets his part in the 

argument and apologizes. The women respond by bursting into laughter. 

This is an important moment in the play because it signifies the fact that Du has 

become more sympathetic to Keely than to Walter. She has not, however, changed her 

views on abortion. Du and Keely have become friends, but they stiU do not agree on the 
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centtal issue. Walter has proven himself to be so self-involved that Du can no longer 

support him. 

Jeff explored the full range of his fanaticism and encouraged Ruby to focus all of her 

negativity on him. Now that Keely and Du have become fiiends, Walter is the only 

avenue Keely has to relieve her friistration and anger. I allowed Ruby to enjoy this battle 

and to feel superior to Jeff, even though he stiU has control as her captor. Her transition 

to power should be exhilarating, and I wanted Ruby to revel in the fact that she was, in 

reality, gaining the upper hand. 

When the two women began to laugh, Jeff s facade instantly cmmbled. Although he 

is angry at Du's betrayal, Walter is more humiliated at his own failure to retain conttol of 

the situation. Jeff stressed his character's ineptitude by having him leave his briefcase on 

the stage so that he would be forced to retum for it. Although this a time-wom comic bit, 

it worked well within this context. 

By this point in the process, I had hoped that Jeff would feel more comfortable with 

his character's extremes of emotion. Unfortunately, after the initial push of the first week 

of rehearsals, Jeff seemed to have reached some obstacles in his work. He was stmggling 

with lines and his movements became uncontrolled. He worked well with the mask, but 

seemed to have trouble cementing his discoveries into a score of actions. When I spoke 

to him, Jeff explained that he was having difficulty keeping up with his class assignments 

and that he had several exams for which he was trying to prepare. He assured me that 

they were almost over and that he would then be free to devote all of his attention to 

memorizing his lines and solidifying his work on the character. 

We labeled the remainder of scene sixteen the "birthday scene." Du has gotten a six 

pack of beer, had Keely's clothes dry cleaned for the occasion, and she surprises her by 

giving her the key to unlock her handcuffs. I tried to create a "fiin atmosphere" for the 

work on this scene, because the characters need to enjoy the frivolity of the occasion. 
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This proved difficult for both actresses, and I had to constantly remind them that they 

needed to relax, laugh, and have fun. Again, this was a hard moment in terms of the 

mask. Both Kerry and Ruby tended to make the scene more serious than necessary, and I 

had to constantly push them to lighten the mood. 

The last portion of the scene becomes serious again, as Keely describes her 

propensity for climbing and relates the experience to her life with Cole. I once again 

made use of the fetal position, by having the scene end with Keely curled up with her 

head in Du's lap. A great portion of the earlier part of the scene takes place on the bed. 

Du is putting up Keely's hair, and there is no way to avoid this action. Since it is a very 

intimate occurrence, it forces the two acttesses to remain on the bed for the majority of 

the scene. 

This caused problems for the work with the mask. Confinement to the bed left no 

room to move and explore, although I encouraged Ruby to take as much advantage of the 

limited area as possible. Once again, we were forced into a realistic moment, and it was 

difficult to continue the same style that we had established during the first twelve scenes. 

In scene sixteen, Walter brings Cole to visit Keely so he can try to convince her to 

forgive him for raping her. He claims to have changed, to have taken Christ into his life. 

When Walter tells Keely that he is here and that Du knew he was coming, Keely feels 

bettayed and closes herself off from Du, rejecting all offers of fiiendship. 

Colby had prior experience working with the mask, and this helped him in 

approaching this scene. We taUced about the character and what he wanted to 

accomplish, and then I released him to explore. I was very pleased with the work that 

Colby had obviously been doing outside of rehearsal. He shifted uncomfortably from 

foot to foot, he wiped the sweat from his palms on his trousers, and he had difficulty 

making eye contact with anyone in the room except for Walter. 
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After seeing the work that Colby was doing, I reminded him some blocking he had 

done in earlier rehearsal. Unlike the other actors, this seemed to inhibit Colby. He 

became so caught up in remembering where he was supposed to be on stage that he lost 

much of the physical expression that he had developed through the mask. 

In retrospect, I wonder if I should have allowed Colby to explore without stmcture 

for longer than I did, but I do not believe that it would have helped. He had afready had a 

significant amount of rehearsal time to work on this scene, and his movements continued 

to be different every time. One mask advocate, Keith Johnstone, would have said that 

this was good, that the director should not attempt to curtail the mask's impulses, but I 

disagree. Eventually, there must be some solidification of the movement into a 

meaningful pattem in order for the work to have a repeatable stmcture. In my work, I 

hope to use the impulses of the mask to discem these pattems, but eventually, I must 

establish some stmcture. 

In the long mn, this temporary set-back did not hurt Colby's performance. After 

stmggling with his blocking, he was able to synthesize all of the elements and rediscover 

his mask work. It was interesting, however, to see the different ways of working that 

existed, even within such a small cast. It emphasized the need for me to be atmned to the 

methods of each of the individual actors, even though the technique of approaching the 

work was the same. 

At the end of scene sixteen, Keely bites Cole on the hand, and he responds by 

attacking her. At this point, we removed the masks and took some time to fme-tune the 

fight choreography. Although I interjected many directorial suggestions for safety, I tried 

to use some of the postures that Colby had shown me during the first night of rehearsals. 

The end of the scene has similar demands. After the confrontation with Cole, Keely 

is left alone in the room. She reaches under the covers and pulls out the coat hanger that 

came with her clothes from the cleaners. She stares at it briefly, unravels the wire, and 
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begins to abort herself on stage. During the transition rehearsal with Mark, we had 

experimented with some music to underscore this moment. I wanted the horror of the act 

to build, and I thought that music would be a good way to help Ruby achieve this. The 

result of this decision was that the timing for the abortion became critical. Each beat of 

the action had to build in time with the music. 

In addition to underscoring, there were some lighting effects that added to the power 

of this scene. Up until this point in the play, the design elements remained 

monochromatic in shades of white, gray, and black. As Cole pleaded with Keely, the 

lights gradually began to warm. We wanted to create a certain amount of doubt in the 

minds of the audience about whether or not Keely would forgive him, and Ming 

accomplished this subtly so that the warming was barely noticeable. When Keely 

suddenly bites Cole's hand, the lights snapped back to the original starkness. The visual 

impact of the effect was that the color had been instantly drained from the moment 

leaving only the harshness of the black and white reality. 

The second instance in which the lighting color changed occurred when Keely began 

to abort herself As she put the coat hanger under the sheet, a red light began to spread 

across the bed. By the conclusion of the scene, the entire stage was bathed in red light, 

and the subsequent sequence, when her captors discover what she has done, was played 

entirely within the red light. After an entire play with no color, the impact of the color 

was exttemely vivid. 

The discovery of Keely's blood soaked body marked an important mask moment— 

one that Jeff and I worked on exhaustively. I wanted the audience to see the full range of 

emotions that this event triggered in Walter, and I wanted him to find ways to express 

those emotions through his work with the mask. To accomplish this, we reviewed the 

progression of the beats: he enters, he sees her on the bed, he sees the blood, he realizes 

what she has done. I then asked Jeff to execute each of these actions and to take as much 
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time as he needed to explore each one. This completed, he screamed for help, Du 

entered, and they began to argue about what to do. WaHer wants to clear out, to get away 

from the house before they call for an ambulance. Du refiises to go along. She insists 

that she stay with Keely to make sure that she is going to be all right while she waits for 

an ambulance. 

I wanted this scene to be extremely physical, with Walter attempting to bodily force 

Du to abandon Keely in order to save himself Walter's reaction to Du's refiisal 

culminates in his denial of the entire ordeal. He repeats the word "no" over and over. 

Jeff worked hard to build the anguish of his defeat to unbearable proportions. This was 

the climax of the scene, and Jeff sought the progression of the "no's" and tried to 

experience each one with his entire body. He stmggled with this for a while, and finally 

gave himself up to the moment. As each "no" built in intensity, Jeff backed away from 

the bed toward a comer of the room, and his body became more and more curled in on 

itselfi He almost achieved a fetal position, but before he did, he stopped himself, 

sttaightened his back and shoulders, took a deep breath, and marched from the room. 

This action left Du alone to face the consequences of their actions. 

The final scene of the play takes place in a prison. Many parallels exist between the 

two environments. I wanted to emphasize the similarities as much as possible. The bed 

was replaced with a large wooden table with a chair on one side, but the other items in the 

room were not removed from the stage. The lighting was similar, and we retumed to the 

monochromatic color scheme. 

In this scene, the roles of the two women have reversed. Du is in prison and is 

suffering from a stroke that inhibits the movement of her right arm, just as Keely's right 

arm was immobile from being handcuffed to her bed during the earlier scenes of the play. 

Keely comes to visit Du in prison, but Du refuses to speak. She is angry at Keely, and 
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just as Keely refused to cooperate during the early stages of her captivity, Du also refuses 

to respond to Keely's advances. 

Ruby spent most of the scene trying to establish contact with Kerry. She tried 

everything. She joked; she apologized; she was kind and sincere. Nothing worked. 

Kerry refused to acknowledge her. It was only in the final moments of the scene that the 

two women connected. In the final lines of the play, Keely tells Du about seeing a man 

with a little girl on his lap, and the effect that the sight had on her. When this subject is 

broached, Du leans in to Keely and speaks one word: "why." Keely responds with a 

second "why," and this exchange marks the end of the play. This entire scene provided 

an interesting venue to explore with the mask. The roles of the two women were 

obviously reversed, and we discussed this situation at length. This was a difficult 

monologue for Ruby, but after we broke it down into episodes, she began to make good 

progress. The scene eventually developed naturally out of the work with the mask. 

Retention 

This rehearsal marked the end of the second phase of the process. Over the course of 

the next three nights, we ran through the show in preparation for technical rehearsals. 

There remained much work to be done, but I had begun to see the potential strength of the 

show. The actors had integrated the mask into their performances, and the physical and 

emotional choices they were making were sttong. They needed to gain confidence, 

however, and I hoped to be able to assist them in this area over the course of the next 

three nights of rehearsal. 

The actors began to wean themselves from their masks. Kerry was one of the first to 

discard hers, but Ruby foUowed shortly thereafter. When at first it seemed to free them to 

have it on, now by discarding it, they were released into a new phase of discovery. The 

127 



performance seemed to grow even further, but I was gratified to note that they did not 

lose any of the physical or emotional expressiveness that the mask had provided. 

The first mn-through was extremely difficult. Although this was to be expected, it 

was, nevertheless, a very discouraging experience. The actors continued to stmggle with 

lines and blocking, and much of the mask work was lost in their attempts to synthesize all 

of the technical elements. I was interested to note that Jeff and Colby both insisted that 

they needed their masks again, and its presence on their faces seemed to have the effect of 

focusing them on their action. I tried to be as encouraging as possible and to assure them 

that everything would come together in plenty of time. 

Mark attended this rehearsal, and he played the music that he had composed during 

the transitions between the scenes. Unfortunately, he had gotten carried away with many 

of the cues, and they were radically different from what we had agreed upon during our 

earlier experimentation. This further upset the actors, and I continually had to assure 

them that we would correct the problems before the first technical rehearsal. Everyone 

was fiiisttated. It was not a good night. 

The second mn-through was much better, and the actors' confidence grew as the 

evening progressed. Earlier in the aftemoon I had met with Mark, and we had worked 

together to change a number of the sound cues. I played the experimental tape for the 

actors, and everyone feH better about the sound. Everything began to fall into place, and 

everyone felt better by the end of the night. 

The final mn-through before technical rehearsals went even better. Jeff continued to 

wear his mask in some of his problem scenes, and we agreed to spend some extta time 

together outside of rehearsal so that he would feel more comfortable. The major 

difficulty centered around scene five. Neither of us were satisfied with the development 

of his character during that critical scene. 
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We worked together several times over the course of the final days before opening 

the show. We were able to fix the problem areas in each of the other scenes, but we 

continued to stmggle with scene five. In each mn-through he was either too calm or too 

frenetic. We could not seem to find the right balance for his character at that moment in 

the play. 

Ultimately, I made the decision to push the character over the edge into fanaticism. I 

have very mixed feelings about the results of this decision. On one hand, the resulting 

performance was bold and risky, and it worked well with the direction of the character in 

the remainder of the play. There must be some element of fanaticism to Walter, or the 

play does not make sense. Otherwise, it would not follow that Du would mm against 

him, and there are a number of lines that refer to the unattractive and extteme nature of 

his character. 

On the other hand, this choice causes the audience to immediately dislike Walter, 

and it left no room for the other, more human aspects of his character to be accepted. In 

addition, because Jeff never felt fuUy comfortable with this scene, he overcompensated in 

scene one and came off strident in this section as well. Since he started the show in such 

a forced manner, the audience closed him off and refused to acknowledge his humanity in 

the latter portions of the play. Many of the audience members feH that he was 

stereotypical, and since the fanatic right-to-life minister is not an atttactive figure, he was 

disliked from the start. 

The addition of sound, lights, and costumes to the production was an exciting part of 

the process. After some exhausting sessions with Mark, we completed the sound track 

and recorded it for the crew in the booth. It worked well and added emotional impact to 

the production, as did the scenic, lighting and costume designs. The monochromatic 

color scheme worked well and the designers worked creatively to accomplish their goals. 
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CHAPTER D/ 

SUBJECTFVE EVALUATIONS OF KEELY AND DU 

Conclusion 

The application of the directing theory developed in this smdy was successful in 

many ways. The method of analysis provided me with a variety of excellent exercises 

that could be used to stimulate the actors. The specially designed masks assisted the 

actors in making sttong emotional coimections with their characters. The exercises 

employed in rehearsal encouraged strong physical gesmres which resulted in an 

expressive nonverbal performance. 

In her joumal entry in Appendix D, Kerry Graves made several statements that show 

the influence of the mask on her performance. Kerry stated, 

It (the mask) does have a freeing effect...I feel so "her" in the mask, not 
"me," yet it is me, of course...This technique does get you away from your 
face as a method of communication. It forces you to get the body 
involved...It (the mask) certainly makes you reach right in and let that 
emotion out. 

Jeff Young confirmed this aspect of the project by stating, 

It was more focused and intense than it would be if we never would have 
worked with the mask at all...I also think the mask doesn't let you rely on 
facial action. Instead, it makes you use fiill body action. 

Ruby Quinn says, 

The exercises with the masks allowed me to tmst my body. It is too often 
that I rely totally on my facial reactions and voice. It was a safe 
environment in which the actors felt free to try different things. 

The actor's statements confirm the mask research outlined in this study. The mask 

does have a freeing affect on actors. By taking away the face as a primary means of 
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communication, the mask forces the actor to utilize the body in a more expressive 

manner. One of the main goals of the proposed methodology is to encourage actors to 

develop a more fuUy expressive nonverbal performance. This aspect of the project was 

successful. 

Working in the masks assisted actors to create strong emotional connections with 

their characters very early in the rehearsal process. Jeff Young was particularly excited 

about this aspect of the methodology. 

There is a fabulous feeling when working with the mask. The mask gives 
a certain freedom to explore emotion. The emotion surfaces and brings 
about action. 

...the mask is able to transform you into another world where you are a 
combination of your character and yourself You are then able to draw 
from the mask certain emotions which bring about specific movement. 
And like I have said before, it makes physical movement so much bigger, 
and it also makes your relationships with the other actors a very special 
one because their masks are also a part of themselves. That allows you to 
make deeper connection not only with yourself but with the other actors as 
well. 

Jeff s statements confirm that not only does the mask inspire strong emotions within the 

actor, it strengthens relationships with other members of the ensemble. By focusing on 

the emotional and relational aspects of the characters in the early rehearsals, the actors 

developed a strong sense of their characters and their relationships to the rest of the 

ensemble. The exercises outlined in the engagement phase of the theory which focus on 

emotional and relational development proved valuable. 

Jeff also touches on another successful aspect of the project—that the mask instigates 

emotional action. This confirms the effectiveness of one of the aspects of the script 

analysis outlined in the methodology. Unearthing and scoring the emotional action in the 

script is key to motivating actors in the masks. 
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The method of analysis derived for the methodology was also extremely successful 

in collaborating with designers to create the proper physical environment for the 

production. Working with Y Min on the lighting was a very rewarding experience. He 

seemed to react well to the images derived from the script analysis but he was particularly 

excited about combining the sense images of sound and light. 

The heart beat cue, the drums, and other cues are the most interesting 
lighting cues to me because the audience does not only see it but, at the 
same time, hears it. The impact to the audience is doubled or tripled. 

The costumes completed the visual picture, and the stark quality of the visual world 

of the play was effective. Maretta West, the cosmme designer, did a good job of keeping 

the color out of the costumes but, at the same time, not allowing one character to be 

predominately white or black. The shades were balanced well, and no one character gave 

the impression of being either good or evil from the clothes that they wore. The focus on 

sense images in the script analysis proved valuable to the success of the project. 

There were, however, other aspects of the methodology that were not quite as 

successful. The radically different manner of approaching the text caused anxiety on the 

part of the actors. One of the main problems was the mechanics of blocking and leaming 

lines. Kerry statedinherjoumalthat, 

It is hard to differentiate between the pluses and minuses of working with 
and without masks. Without question, the mask makes you connect to 
your physical life more, but they are hampering in reading from the script. 
We were also left without blocking clearly noted. By working on a higher 
emotional level, you may lose time with the practical concems. Also, I'm 
sure part of my problem is the unfamiliarity with masks and the simple 
fact that I'm uncomfortable with it on my face. Some of my creative 
effort is spent getting past this discomfort. Occasionally, I lose my 
awareness, but not very often yet. It is just difficuH working with such a 
new thing in such a short time. 

...the problem is keeping yourself from getting hung up with the script-
both in your hand and in your head. It's hard to add another split to your 
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focus—doing the physical mask work. On the other hand, it does force 
strong emotional choices to be made right from the beginning. 

Jefif Young, in particular, had difficulty with this way of working and resisted the 

methodology in a variety of ways. 

...at first, I believe it was hard to work the mask because I still wasn't sure 
about lines and character so it restricted the mask work. I think the short 
time was also a factor. Maybe another week would have allowed for a 
great deal more exploration. Instead, I used performances to explore. 

I concur with Kerry and Jeff s statements. The rehearsal period for the project was 

only three and one-half weeks and these time constraints presented many problems. In an 

ideal situation, a production would need a minimum of six weeks to effectively apply the 

theory with actors that have never worked before with the mask. 

More time was needed in the engagement phase of the rehearsal process to augment 

the actors to the masks. I recommend a minimum of one week for this aspect of the 

methodology. We only had enough time for one night. The second phase of the process, 

embodiment, should have a minimum of three weeks. We only had one. This hurt the 

application of the theory because we were not able to create a fully developed silent score 

of actions before moving into vocalization. A fully realized physical scoring of the 

scenes would have alleviated the actor's fears about blocking because the physical aspect 

of the production would have been completely developed before continuing into speech. 

Instead, we had to combine embodiment and vocalization into one step. 

Because the scenes were not fully developed before moving into vocalization, the 

movements and gestures were oftentimes imposed by me during the scoring phase of the 

rehearsal process. Although I took the impetus for the actions from earlier exercises, it 

would have been more beneficial if they could have developed naturally in the rehearsal 

process. I believe that if more time had been available, this could have been 
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accomplished. Because these two steps were combined, the scoring phase of the process 

was more directorially intmsive. The methodology suffered as a result. 

One of the decisions that I had doubts about during rehearsals was working scene 

thirteen without masks. Instead of working in the mask as we had in other rehearsals, we 

experimented by blocking the scene in a more conventional manner. It was only then that 

we added the element of the mask. Kerry commented on this in her joumal. 

Working without the masks initially was nice, mainly because I still find it 
uncomfortable and distracting, but when we did use the masks, there 
seemed to be a greater use of the body. There was more awareness of 
expressing emotions throughout. I'm still puzzled about where to draw 
the line between "indicating" and honest expression because it is not 
natural to use the body in that way. There is a conscious choice to "do" 
something. Is it dependent on the amount or quality of the emotion that 
inspires the movement? 

I do not believe that this experiment negates the study. By that point in the rehearsal 

process, Kerry and Ruby and become accustomed to working in the masks. They had 

developed emotional centers that were immediately engaged when the mask was added to 

the scene work. These two actors had also become used to expressing their emotions 

physically, and once they donned their masks, the impulses that had been cultivated 

during the previous rehearsals began to emerge. Further research is necessary to 

determine if this assumption is correct. 

A concem that I have, as director, that the actors did not mention is the problem of 

using the mask to produce a realistic play. As I discussed in chapter three, it became 

much more difficult to acfivate the emotional action through the mask as the emotions of 

the play became less intense. Even though Keely and Du is a realistic play, the first half 

of the play lent itself well to the methodology because the emotions contained within the 

script were so intense. In the latter scenes as Keely became accustomed to her 

environment, the task of motivating actions became more difficult. It is impossible to 
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discem whether other realistic scripts would create the same problems for the mask work 

or if this obstacle could be overcome. Further research is necessary to determine if this is 

a flaw in the mask theory. 

I do believe, however, that the methodology would work well for period plays. As 

discussed in chapter two, action and gesture were a more vital part of the acting process 

in previous theatrical periods. It has only been in the last one hundred years, with the 

advent of modem realism, that the actor has begun to rely on the face as the primary 

means of expressing the dramatic action in a play. Further application of the 

methodology to plays from various theatrical periods would confirm this hypothesis. 

Kerry summarized her experience by stating, 

I believe that we could not have created such strong performances in only 
three weeks without the mask work. As I said in that first rehearsal, it 
forces you to get directly connected to the emotion and to express it 
physically. It is typical for an actor to spend valuable rehearsal time in 
his/her head, disconnected from the emotional life of the character, the 
other actors, and his/her self Kate's directing methodology kept us 
focused and connected on that emotional level. While it perhaps made it 
more difficult to leam lines and blocking, I have never found the physical 
life for a character so quickly. It has always been my pattem to find that 
element last, and it is so cmcial to an effective performance. 

Ruby agreed that the mask assisted in creating her character. 

I was worried about playing the character of Keely because it sounded 
hard to find the physicalization of a woman that is handcuffed to a bed. 
Through the mask, I realized that there are a million plus ways to 
physicalize a woman handcuffed to a bed, because the handcuff part is just 
the beginning. The scoring with the mask was a valuable tool to find the 
action in something where the action may not be obvious at first glance... 
The mask became vital to me. 

Although I believe that the project was uHimately successfiil, several more tests of 

the mask methodology are necessary to determine its tme effectiveness for the director in 

a rehearsal process. Another realistic play must be attempted using the theories outlined 
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in this study to determine if the emotional action of a play can be motivated through the 

mask in moments that contain less emotional intensity . Although the theory was 

developed in an attempt to counteract the minimal style of acting that permeates today's 

theatte, attempting to apply the methodology to other periods of theatrical history would 

be an important test of its effectiveness. A sampling of plays from various theatrical 

periods should be attempted to determine if the mask theory will be successful with other 

gemes besides realism. Another play should be attempted in a situation that allows a six 

week rehearsal period to determine if time constraints were the tme cause of the actors 

anxiety regarding the technical aspects of lines and blocking. Although many aspects of 

the theory worked well when applied to Keely and Du. further testing of the hypothesis is 

necessary. The theory wiU certainly evolve as I continue to apply it to future productions. 
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APPENDIX A 

ACTION AND GESTURE ANALYSIS OF KEELY AND DII 
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Table 5: Action and Gesmre Analysis of Keely and Du. 

Scene Du Keely Walter Cole 

sweep 
dump trash 
close ttash/tie 
pull covers down 
put away broom 
pick up specks 

stand over K 
imzip bag 
take out nightgown 
hang on rocker 
remove shoes 
unbutton dress 
remove dress 
put dress on chair 
remove hose 
put hose on rocker 
put on nightgown 
take out cuffs 
go to bed 
go to bag 
take out paper 
handcuffKtobed 
fold clothes 
pack 
checkK'spulse 
sit in rocker 

enter 
check room 
put down suitcase 
hand Du paper 
take back paper 
take Du's hands 
kiss Du's cheek 
exit 
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Table 5: Continued 

Scene Du Keely Walter Cole 

remove mask 
put back on 
remove mask 
put in suitcase 
go to bed 
go to thermos 
bring water 

take cup 

sH 

wake up 

drink 

try to move 

pull on cuffs 

twist to look 
twist & fight 
fall off bed 
stand 
yank at cuffs 
grab 
try to grab bed 
try to tip bed 
try to get Du 
lose control 
silence/stillness 
stare at Du 
plead with Du 
scream 
pant 
yank at cuffs 
stare at Du 

enter 

try to touch K 

sit in rocker 

sleep 

wake 
stare 

tum away 
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Table 5: Continued 

Scene Du Keely WaHer Cole 

present tray 

sit in rocker 
knock tray 

go to suitcase 
put on mask 

remove mask 

clean up tray 

stand over tray 
kneel and clean 

put head in hands 
pull on restraint 
laugh 
point at Du 

knock down tray 

7 

watch 
hands over ears 

pull away 

enter 
go to rocker 
move to K 
sit 
look at tray 

look at Du 
remove mask 

cross to door 
exit 

sit on bed 

enter and sit 
lean into K 

try to touch K 

grab K's face 
tum her to him 
release grip 
lightly touch K 
get stuff together 
exit 
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Table5: Continued 

Scene Du Keely Walter Cole 

8 mop floor 
tum away 

looks up 

enter and sit 
stuff from bag 
book on bed 
open pamphlet 
try to show K 
try to show K 

tums page 
exits 

10 take out baby shoes 
put in palm 
hold out to K 

looks 
takes 
smells 

11 sH 
rise for breakfast 

12 

13 

sleep 
wake 
rise 
go to W 

read note 
give W miUcshake 
bush hair from K 

take tray to K 

sleep enter 

eat 
pick at food 
taste ketchup 

give D milkshake 
give D note 
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Table 5: Continued 

Scene Du Keely WaUer Cole 

14 examine K 
move stethescope 
move it again 

go to make note 

nod 
push stethescope 

15 

laugh 

hold up key 
toss K key 
go to fridge 
take out dress 
take out beer 
go to help K 

give K beer 

sip 

get mirror 

spit in W face 

laugh 

throw pamphlets 

unlock cuffs 
stand/wave 
stop her 
stand up straight 
walk 
put on dress 

open beer 
hand to Du 
open another 
toasts 
chug 
open another 
drirUc 
touch Du 

look in mirror 
look again 

enter 
step back 
take out handkerchief 
wipe face 

exit 
enter 
get briefcase 
exit 
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Table 5: Continued 

Scene Du Keely Walter Cole 

16 

go to purse 
get rags 
hold them up 

sit on bed 
begin hair 

knock over beer 

holdK 
rockK 
sing to K 

wake 
clean up 

unlock cuffs 

lock cufifs 
sit on bed 

get beer 
hold up beer 
take out caps 
hand W caps 
find last one 
give to W 

take down hair 

try to sit on bed 
get up from bed 
move to K 
stop 

sit on bed 

gets more beer 

sit on bed 

wake 
hide hanger 
undress 
dress 

get into cuffs 

enter 
stop 

examine room 

exit 

enter enter 
move to K 
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Table 5: Continued 

Scene Du Keely Walter Cole 

get chair 
give to C 

step in front of C 
lead C away 

bite C's hand 

bite harder 

grabC 

pull C away 

lead C away 
reach under 
mattress 
pull out hanger 
untwist it 
straighten it 
put under sheet 
work to abort 

give flower 
back up 

sit 
show K the 
baby book 
extend 
hand to K 
wait 
kneel 
extend 
hand to K 
touch K 
tumhand 

try to pull 
hand away 

push her 

pull free 
slap K 

17 enter 
call to Du 
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Table 5: Continued 

Scene Du Keely Walter Cole 

enter 
go to bed 
look under sheet 
remove hanger 

start to door 

go to K 
kiss forehead 
move to door 
touch W 
exit 

lift sheet 
drop sheet 
face in hands 

stop her 
go to bed 
touch K 

enter 
exit 

stand still 
hand over eyes 
look at K 
exit 

18 enter in wheelchair 

looks at K 

enter 
go to chair 
sit 
open bag 
take out foot 
unwrap it 
hand to Du 
give bag to guard 
looks at Du 
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SENSE EVIAGES AND MOTIFS ESÍ KEELYANDDTT 
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Scene One 

singing, buzzer, putting on animal masks, cold, dark, dank, musty, dirty, locking 

doors, viewing slot slamming, clicking of handcuffs, singing 

Scene Two 

removing animal masks, putting on animal masks, removing animal masks, water, 

puUing on restraints, screaming, twisting and falling off bed, yanking at handcuffs, 

crying, yelling, silence, heavy breathing, screaming 

Scene Three 

lock tuming, splash of water, silence, trying to touch Keely, Keely tuming away 

Scene Four 

tray crashing, creak of rocker, silence 

Scene Five 

putting on animal masks, unlocking door, silence, puUing on restraint, profanity, 

removing animal mask, silence, removing animal mask, locking door, cleaning up 

breakfast 

Scene Six 

ttay crashing, cleaning up breakfast, silence, profanity 

Scene Seven 

hands over ears, hovering over bed, crying, trying to touch Keely, profanity, 

grabbing Keely's face, forcing Keely to look, Du intervening, touching Keely, silence, 

locking door 

Scene Eight 

mopping floor, silence 

Scene Nine 

mouthwash, nectarines, peanut butter cups, ketchup, oatmeal, taking out books, 

silence, taking out books, silence, taking out abortion pamphlets, refusing to look, 
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holding out abortion pamphlets, refusing to look, holding out abortion pamphlets, staring, 

silence 

Scene Ten 

taking away abortion pamphlets, holding out baby shoes, smelling baby shoes 

Scene Eleven 

silence 

Scene Twelve 

sleep, milkshake, secret notes 

Scene Thirteen 

eating breakfast, eggs, ketchup, silence, paint smear on pipe, crack on floor, crying, 

looking away, silence, abortion pamphlets, silence 

Scene Fourteen 

physical examination, fetal heartbeat, pushing stethoscope away, silence 

Scene Fifteen 

yelling, standing over bed, profanity, spitting, wiping face, profanity, laughter, 

throwing abortion pamphlets on floor, holding up key to handcuffs, tossing key to 

handcuffs, holding up clothes, unlocking handcuffs, holding up beer, standing, waUdng, 

dressing, drinking, toasting, drinking, touching, drinking, looking in mirror, patting bed, 

sitting on bed, drinking, putting up hair, cold, freezing, ice, white, holding, rocking, 

singing 

Scene Sixteen 

buzzer, frantic cleaning and dressing, hiding beer bottles, hiding hangar and clothes, 

locking handcuffs, taking down hair, holding up beer, taking down hair, sitting on bed, 

getting up from bed, silence, flower, silence, holding out baby book, extending hand, 

trying to touch Keely, biting hand, blood, screaming, attacking, breaking up fight, 

abortion, blood 
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Scene Seventeen 

blood, covers face, touches Keely, kisses Keely, touches Keely, covers face 

Scene Eighteen 

buzzer, breakfast, ketchup, hot, cranberry juice, tuna, peanut butter creams, books, 

boiling hot, crying silence 
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APPENDIX C 

PHOTOGRAPHS OF MASKS USED ESÍ KEELY AND DT J 
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Figure2: Keely and Du Masks. UL Keely, URCole, BL Orderly #1, BR Orderly 
#2 
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Figure2: Continued. UL Prison Guard, UR Du, BL Walter, BR Extta (not used) 
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APPENDIX D 

SUBJECTFVE EVALUATIONS OF KEELY AND DTI 
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SUBJECTTVE EVALUATIONS OF KEELY AND DU 

Inttoduction 

It is difficult to analyze the success or failure of a project of this nature. Although I 

am fairly critical with myself about my work, T needed to develop another method of 

evaluation aside from my ovm feelings and observations. At the suggestion of my 

committee, I asked each of the actors and designers involved in the project to keep a 

joumal. Although not every participant complied with my request, the following 

represents a good sampling. 

Joumal Entries 

Kerry Graves—Du 

The first mask I chose was red. I was very peaceful and stoic I am able to smile 

and find the sttength. It is calm, comfortable, giving, and very centered. The second one 

is grayish. It is twisted, off-balance, tormented, and scary. It has definite pain but too 

much scarring. It is weak and very closed. The third one is blue. It is fun, energized, 

and bouncy. Tt appears physically more child-like and uncentered. The fourth is a large 

mask, and it has a very masculine physical presence. Tt is confident, tough, and very 

earthy. I am trying a fifth mask now. It is simple gray with blue tones. Tt is very neuttal. 

I feel young, untouched and unsure. 

I have retumed to the first mask. T am reaching out, very giving, and at peace with 

myself I feel wise. There has been much suffering but not bittemess. T am very open. T 

am very strong. 

The first exercise was phrases. These worked when I wasn't wondering whether I 

was responding or instigating. I naturally wanted only to react, not be the cause. The 

picture hanging did not connect much for me emotionally. It got too much into my head-
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-too many decisions and a lot of mental work. T also kept fluctuating between my 

pictures and Du's pictures. 

Waiting at the hospital was easy. Tt was a simple straightforward situation that had a 

strong emotional connection, but I'm not sure how connected I was to the mask or if it 

was having any effect on me. I do know that I find it uncomfortable, and I do not breath 

well in it because it makes me feel too hot and clausttophobic But as I think more about 

it, it does have a freeing effect. I think perhaps I should let Du take over more. I feel so 

"her" in the mask, not "me," yet it is me, of course. 

It got easier during the word exercise—maybe it's the air holes we punched out. For 

some reason, "joy" was almost impossible. I never did find something that felt good. My 

body couldn't seem to cut it without my face. I wonder why? Perhaps it is the Kerry 

versus Du thing. I don't know enough yet to find Du's joy, but I felt my own was 

inappropriate. But what is mine? It's not a feeling T'm familiar with—how depressing. 

At least I'm feeling less self-conscious and more expressive. This technique does get you 

away from your face as a method of communication. It forces you to get the body 

involved. 

Some of the concepts seemed trickier, but it was a relief to start to interact with the 

others. Colby scares me a little. I don't want to have something broken or hurt because 

he is so "out there." This was exhaustmg. Ts it possible to do this without as much 

tension in the body? But then the emotions/concepts we are dealing with are very high-

powered and intense. Tt makes sense that it would take a toll on the body. 

Thursday: This was a very tough night. I felt very lost, insecure, awkward, tired, 

and self-conscious. Tt was a stmggle and quite a physical strain. Progress was made, and 

it certainly makes you reach right in and let that emotion out. It is very intense. 

Friday: In some ways it seemed easier tonight, but the problem is keeping yourself 

from getting hung up with the script-both in your hand and in your head. Tt's hard to add 
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another split to your focus—doing the physical mask work. On the other hand, it does 

force strong emotional choices to be made right from the beginning. 

Saturday: I need to make my mask more comfortable or I'U never be able to wear it 

through the whole show. Kate thought the mn-through of all we had done went quickly— 

I didn't. I got panicked over the transitions, lines, the lack of time to rehearse, I guess. 

Some repetition is always needed-a line nm-through. T'd rather take less time warming 

up in the mask and more time doing it with this short of a rehearsal time. 

Sunday: I had a depressed night and moming so energy was low at the beginning of 

rehearsal. We were all low, but work was done, and things were accomplished. Working 

without the masks initially was nice, mainly because T still find it uncomfortable and 

distracting, but when we did use the masks, there seemed to be a greater use of the body. 

There was more awareness of expressing emotions throughout. I'm still puzzled about 

where to draw the line between "indicating" and honest expression because it is not 

natural to use the body in that way. There is a conscious choice to "do" something. Is it 

dependent on the amount or qualify of the emotion that inspires the movement? 

Friday: Ooops! I have been bad but I just couldn't find the time. So, what went on 

this week? We fmished going through the whole show. Can I tell a big (or any) 

difference working with or without the mask? I'm not real sure about this. It is hard to 

differentiate between the pluses and minuses of working with and without masks. 

Without question, the mask makes you connect to your physical life more, but they are 

hampering in reading from the script. We were also left without blocking clearly noted. 

By working on a higher emotional level, you may lose time with the practical concems. 

Also, I'm sure part of my problem is the unfamiliarity with masks and the simple fact that 

I'm uncomfortable with it on my face. Some of my creative effort is spent getting past 

this discomfort. Occasionally, I lose my awareness, but not very often yet. Tt is just 

difficult working with such a new thing in such a short time. 
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Monday: The weekend was good rehearsal-wise. T fell a great deal of progress was 

made, and the sttonger the lines get, the stronger the physical choices get. We've been 

working both in and out of the masks. Sometimes it feels odd at first, being out of the 

mask. Other times I hardly notice it. Unfortunately, I'mnot certainofwhy this is. Does 

it involve the level of line retention or the emotional level of the scene? Probably it is a 

combination of these factors. I'm starting to feel better about the physical life and more 

comfortable projecting it either way—masked or immasked. 

Wednesday: At this point, T'm beginning to feel that the masks do more harm than 

good. T feel I have the sense of the heightened movement without the mask, and the mask 

now tends to hide things I need to be dealing with. Tonight we did another mn-through. 

T don't know yet if I lost the physical, but if I did, I blame it on panic and line insecurity. 

It seems overwheHning right now to do the show without a break. I keep wanting to stop 

and rest and then do it over. Time is wasted berating myself for forgetting that change of 

blocking, or that correct wording, etc 

Wednesday: Where did the week go? Things are so much better now. 

Summary: The thought of a "reaction" to Keely and Du boggles my mind, because I 

lived the play for over three weeks, and it created a myriad of reactions over that time. 

Now that it's over I have some perspective on the project, and I'm thrilled that I had the 

opportunity to be a part of it. Not only did it offer me the chance to work with exttemely 

talented people-it challenged me as an acttess. The rehearsals demanded that T work in a 

totally unfamiliar method, and the successful results of this work taught me a great deal. 

When Kate told me that she was going to work on this realistic play (which I had 

seen in Michigan earlier this year) using masks and a stylized theatrical approach, I was 

curious and surprised. I also felt sure that T would not get cast in such a production, 

having no background with either realistic theatte or masks. ICnowing that we would 

have to use the masks in the callbacks made me very nervous, and I really feH lost during 
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this first mask experience. The cold readings from the script were much easier. but T still 

wasn't counting on getting cast, even though I had the advantage of age over the other 

actresses. But she cast me-then I got real y scared. 

Now that I can look back on it all, I believe that we could not have created such 

sttong performances in only three weeks without the mask work. As I said in that fu-st 

rehearsal, it forces you to get directly connected to the emotion and to express it 

physically. It is typical for an actor to spend valuable rehearsal time in his/her head, 

disconnected from the emotional life of the character, the other actors, and his/her self 

Kate's directing methodology kept us focused and connected on that emotional level. 

While it perhaps made it more difficult to leam lines and blocking, I have never found the 

physical life for a character so quickly. It has always been my pattem to f nd that element 

last, and it is so cmcial to an effective performance. I hope I can take what T've leamed 

about physical expression in Keely and Du and apply it to all my future work. 

Ruby Ouinn-Keelv 

I admit that the use of masks for the rehearsal process ofKeely andDu made me 

hesitant, seeing that I had very little background in that specific field. I decided to shed 

these fears and jump head-first into the process. While going through the mask 

experimentation, I tried to keep conscious of what I was feeling and what exercises 

worked for me. 

The first rehearsal consisted of finding my mask. We worked freely with different 

types of masks while observing ourselves in mirrors. It was interesting to see how 

quickly I connected with one mask. I experimented with several of them, and while 

giving each of the masks a chance, something did not seem right. The mask I connected 

with seemed to allow me to physicalize many different emotions. 
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The exercises with the masks allowed me to tmst my body. It is too often that I rely 

totally on my facial reactions and voice. It was a safe environment in which the actors 

felt free to try different things. This part of the process became invaluable to me because 

the experimentation process of rehearsals have frightened me in the past. Because of 

destmctive experiences in the past, I carried a lot of baggage into rehearsals. While 

constantly working on this problem, it could creep up at times and cause obstacles in the 

objectives. While working with the mask, I began to free myself up from these ghosts. Tt 

may sound a little like therapy, but whatever it takes to get the baggage out of there. 

I was worried about playing the character of Keely because it sounded hard to find 

the physicalization of a woman that is handcuffed to a bed. Through the mask, I realized 

that there are a miUion plus ways to physicalize a woman handcuffed to a bed, because 

the handcuff part is just the beginning. The scoring with the mask was a valuable tool to 

find the action in something where the action may not be obvious at first glance. 

The mask became vital to me. When it was time to remove the mask and work 

without it, I found it very difficult-I felt naked. This made me wonder if that means I 

used to hide. I don't understand how it can be hiding when I felt my body freeing up 

from restrictions that I put on it a long time ago. I always felt that I had a good grasp of 

scoring action within a script. Through the use of masks in the rehearsal process of Keely 

and Du. I realize there are a million more miles to go. 

•Teff Youn g-Walter 

Wednesday: There is a fabulous feeling when working with the mask. The mask 

gives a certain freedom to explore emotion. The emotion surfaces and brings about 

action. I like that very much, but H's hard to develop WaHer's reactions at this point in 

the rehearsal process. Tnstead, it feels that the mask is developing itself in its own way 

because when you look in the mirror, you see something that is forming which is a 
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mixture of you and something else. Needs also arise when you have the mask on, and it 

is hard to explain how it happens. The mask just almost has its own mind. Tt even affects 

the eyes, mouth, etc These masks make it much easier to do the different scenarios. Tt 

gives freedom and focus. 

Physically, my mask made my shoulders slump, and I also found myself tilting my 

head. Emotionally, I felt a deep sadness and almost a horrid feeling that I can't do 

something about this huge sadness. At the same time, I feel comfortable with the mask, 

and it feels good emotionally because of the freedom it allows. 

During the different scenarios, I liked how the mask plays with your eyes. T felt a lot 

of anger with the mask on, and T could defmitely see it in my eyes. With the mask it is 

easier to focus on the eyes, and I can look deep into myself by using the eyes. Love is 

also a sttong feeling to experience. With the mask, T wanted to reach out and touch 

someone—to have someone receive that love. The mask did a great deal for me in 

looking at emotions differently. 

Exploring needs and wants is very strange with the mask. I want the baby from 

Keely, and even more, I want life. With the mask on, T want the beginning of life, but I 

know that the death of the new life is inevitable. Therefore, it was a sadness. The mask 

of the other actors also affects the way I feel and the way I respond toward that 

individual. 

Thursday: Doing a whole scene in the mask is very different. It is hard because you 

really can't see the reactions of the other actors which helps me key my reaction. Instead, 

it forces you to act and react more physically, which I found harder to do. However, T 

think that it helps physical work. I will just take time to get used to it. 

Friday: I now feel great about using the mask. It defmitely takes time to get used to. 

Tn Scene Seven, it does feel good to wear the mask because H transforms you into a 

totally different person. I still wish I could see other people's facial reactions. I also 
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think it's hard to talk with the mask. However, T feel that, slowly but surely, I am 

building a relationship with the mask. 

Saturday: Wow! I feel a lot better about the masks. When T put on the mask, T feel 

as though I become that person. It's too bad we can't work with these in performance. I 

am still not feeling the mask is as strong as it could be, but the more I work with it, the 

more I feel from it. It's just taking time to develop a relationship. I also really enjoy the 

focus the mask gives. You are in your own little world with no outside thoughts or 

feelings. That is very important in working the scenes. 

Summary: First, I'd like to say this has been one of the best rehearsal process I have 

been involved in. Tt was very challenging to work with the mask for three hours at a time 

on every day, but I feel that all the mask work paid off in the end. However, at first, I 

believe it was hard to work the mask because I still wasn't sure about lines and character 

so it restricted the mask work. I think the short time was also a factor. Maybe another 

week would have allowed for a great deal more exploration. Tnstead, I used performances 

to explore, which could have been the extra week. It seemed all the mask work I had 

been doing finally came together, and I was able to communicate the mask into action. 

I really do believe this was a very good approach to the rehearsal process. Tt was 

especially useful in an emotional kind of show like Keely and Du. It ahnost seems there 

would be no other way to do it. 

I think the whole process worked well in that we worked with the mask sohd for a 

little over a week and then had the option to take the mask off and work. It is such a 

different feeling to do a scene not in the mask after you have done it while with the mask. 

Tt was more focused and intense than it would be if we never would have worked with the 

mask at all. It was a little hard to keep the intensity since you weren't working in the 

mask, but I was able to regain it when we rehearsed the same scene again. 
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I also think the mask doesn't let you rely on facial action. Tnstead, it makes you use 

fiill body action, which T think is very important in the play because the dialogue is not 

really creating action within it. 

AU in all, the mask is a very good tool in the rehearsal process. Even though it is a 

little sketchy in the first rehearsals, it develops into something that can sttengthen your 

performance. That happens because the mask is able to transform you into another world 

where you are a combination of your character and yourself You are then able to draw 

from the mask certain emotions which bring about specific movement. And like I have 

said before, it makes physical movement so much bigger, and it also makes your 

relationships with the other actors a very special one because their masks are also a part 

of themselves. That allows you to make deeper connection not only with yourself but 

with the other actors as well. 

Colby Landers-Cole: 

Mask #1: On the right side of the mask is a very light shade of purple which 

symbolizes the atttactiveness of the character. The other side of the mask shows a 

deeper, more intense purple which shows the character's darker side. The mask is very 

handsome with very few visible deformities. The character might be confusing-you 

might fall for the mask easily because of its looks without looking into its soul. The 

mask might trick you with the dark side. The mask is also very small which could mean 

that H hasn't yet lived up to its potential. Tt needs to grow in order to fit the wearer. 

Mask #2: This mask is slate blue with many shadows. It could once have been very 

handsome but has taken a lot of shit and has developed many scars, bmises and other 

deformities. He has a round head with a smashed nose. He seems to be normal but has 

probably lived a physically demanding hfe. 
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I chose the purple handsome mask. This mask has the most to offer. T haven't 

decided the gender of the mask yet. At first, I though male, but after a closer look, I'm 

not so sure. It has many feminine qualities. Tt has that harmless look but could tum out 

to be very dangerous in a feminine way. Nobody should tum their back on this mask. 

The sttongest emotion in the mask is anger. Although he/she is a very loving, 

affectionate mask, it doesn't tmst anybody, not even itself The mask is superficial and 

evolves around possession. 

Tonight's rehearsal was very hard because of script being in hand. This angers the 

mask and presents problems. The mask is determined, however, and has defmite goals. 

The mask is now male and a very self-conscious one that thrives on acceptance. He 

wants to be noticed and needs attention. If the mask was an animal, he would be a cat— 

either a house cat or a male lion. Cats are always proud looking with their heads up in a 

snobbish manner. Cats always want to be admired. Lions (males) walk around proudly 

showingofftheirmane. They are also very finicky and moody. This explains my mask 

so far. 

My mask was once a mighty lion but now is meager and less self-confident. A 

sunken chest and lowered head could be used in the mask's body. The mask stiU needs 

acceptance, but has to try much harder for it now. The mask is also extremely guilt-

ridden and proves this in his actions. 

The mask is confronted with difficuH decisions that weigh on his conscience. He is 

sincere but seems to look to the WaHer mask for acceptance because that is the only place 

he can find it. The two women characters seem to hate him passionately, even though the 

mask is trying genuinely to redeem himself Walter seems to be a fiiend but there is 

something untmstworthy about Walter. 

The mask is very confident but also scared at the beginning of the scene. But 

confidence is slowly drained from him throughout the scene. He loses his tact, and his 
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game plan is shot which causes him to explode. The character is very explosive and 

could empt at any given time. He controls it until the end. He is provoked, however, and 

feels badly for exploding. 

The mask does have some redeeming qualities, and he is very sincere in a smirkish 

sort of way. This scene is a definite blast to his pride. Tonight's rehearsal revealed this 

to him. Performance quality is almost here, but there is something missing that the 

character, as well as the actor, is insecure about. 

Summary: This mask revealed much to me as an actor. It didn't reveal it to me until 

after the mask was removed from rehearsal. My own insecurities were brought about, 

and I was thrown into a character which T cannot relate to. But through rehearsal and 

script analysis, I found ttaits that could be puUed to establish the character. The 

character's main ttaits were: anger, guilt, demolished pride, distmst, self-consciousness, 

and the need for acceptance. Low self-confidence was a shared ttait which proved to be 

the foundation for the others. This character was tough. 

Jill Leven—Prison Guard 

Saturday - September 17, 1994: When we started looking at the masks, there was 

one that really spoke to me, but when I put it on, it was expressionless. When I picked 

out my mask, I liked it because the mouth was angled, ahnost in a "hard heart" 

expression. I thought this was the one, because it is mean, and it said that I'm not going 

to take anything from anybody! But when I tumed on the stage lights, it looked really 

sad. You are probably wondering why T keep calling the mask "it." I feel that it is 

someone from a whole different universe and not "me," but H is a good thing! 

I like Kate, because even though Ricky, Matt, and I only have small parts, she makes 

us feel like we are as important as Keely and Du are to this show. T'II admH that I was 
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really hesitant about the mask exploration thing, but I was tmly shocked and surprised 

about the whole thing. It was interesting! 

Wednesday - September 21, 1994: I finally got blocked today. It was nice. It was 

fast and to the point. T wore my mask, but it doesn't fit my eyes right, so it feels a little 

weird. 

Thursday - September 22, 1994: I waited, and waited, and waHed, but I finally got to 

go on. I worked in my mask again, but tomorrow you said I could try it without it. 

Friday - September 23, 1994: I had to wait again, but T did it without the mask 

tonight and I liked it better. 

Saturday and Sunday, September 24 and 25, 1994: Same old, same old. We had a 

good show though. I think it has finally come together. The audiences will love us! 

Monday - September 26, 1994: This night was hell. I had to be here at 7:00 p.m. 

and wait to go on. I waited until 11:30 p.m., and you were only on page fifteen so you 

finally let me go. 

Tuesday - September 27, 1994: Our first dress rehearsal went very well. Only two 

more days. 

Wednesday - September 28, 1994: Our final dress, and my glow tape was moved so 

T missed my light. I know I wiU never tmst that thing again! Everyone told me not to 

worry about it, but I will do it on my own from now on. Other than that, we had a perfect 

nm. 

Thursday - September 29, 1994: Opening night. T had a really good time being in 

this show, and I would just like to take the time to thank you for my part. I was so 

worried that I wouldn't get cast in anything. Now I know I can make it. I wiU not write 

in my joumal anymore, because H couldn't be the same. You just have to be there. 

Break a leg! 
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Matt Chauncey-Orderly 

Being my first semester at TTU, Keelv and Du was my first performance at the 

university. Kate Potts was not just the director of the show but also my teacher for the 

Principles One class I was currently taking. I have been in drama programs and acting 

classes since I was ten. However, I have never had an instmctor like Kate before. The 

first thing that Kate had us do at rehearsals was to pick out a mask. I had no idea what to 

think because T had never worked with masks before. The first thing I noticed about the 

mask is that the expressions on it were different with different angles. The masks were 

not symmetrical. After we picked out our masks, we put them on. She told us to look at 

ourselves in the mirror and to think about what we saw. It was sttange how putting on a 

mask could change your emotion. When T put on the mask, I no longer felt like I was 

Matt. I didn't know what I was. That was for me to find out. 

During rehearsals, Kate told us that we were going to rehearse in the masks. I 

definitely thought that this was stupid. I did not have a speaking role, and I was onstage 

for all of about forty-five seconds. I did not see the need for me to wear a mask. Kate 

instmcted us to let the emotion that the mask gave us to influence us on stage. I was 

forced to find out how the mask made me feel. After a few run-throughs, I was beginning 

to feel the effect of the mask. I experienced something that I had never experienced 

before as an actor. T believed that I was the character that I played. Tt was the first time I 

had ever convinced myself when I was on stage. This was the first time that I was on 

stage and I was not acting. I felt the emotion, and I became the character. This was a 

new experience for me. I'm not saying that the mask I chose had the same effect on me 

that it did on Jim Carry, but I do know that after Keely and Du I was a better actor. The 

masks were a great tool in making the actor believe his character. I think this is what 

made the audience believe too. 
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Huai-min. Jen—Scenic and Lighting Designer 

July30, 1994: First reading of Keely and Du. This is a new play to me. T have 

never read or heard about it. Therefore, the fîrst reading is a reading only for fun. There 

is no analysis or research. 

When I read the script, the first feeling is that this play is like a movie-a lot of 

scenes with very fast lights fading in and out and breaking. Second, I only picked up the 

story or plot of this play. T did not really get the deep feeling or meaning of it. T need to 

read it more. Tn addition, T think I need to fínd out the information about "Christian" and 

"abortion." 

August 11, 1994: At noon, I talked with Kate. T got a lot of important information. 

First, I now know the direction of the play. The performance will be non-realistic and 

will use masks. It will be very helpful for me when I reread the script. We talked about 

building a void around the stage. It is a good idea, and I like it. However, T have to think 

about how to build this kind of mood in such a small space. 

August 30, 1994: It is a surprise. I have to design the set too. However, I knew that 

there might not be a set designer beforehand. Now, T have to do three thmgs at the same 

time-lighting and set for Keely and Du and the sound for A Manfor All Seasons. 

August 31, 1994: There are some questions for the production team in the meeting: 

1) Is the time important? 

2) Where does the conflict come from? 

3) How does the basement look? 

4) How will the director deal with the realistic language? 

5) Should there be doors? 

6) Do we need a rocker for Du and what kind of person is she? 

7) How will we deal with food? 
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September 1, 1994: Today we had the first production meeting. Tt was good. Tt 

cleared a lot of doubts from my mind. I want this kind of production meeting. Everyone 

speaks out their ideas no matter what kind of idea as long as it connects to the play. All 

production members have to know what the others' thoughts are about the play. 

In terms of color, we decided to go with the gray scale. I have to build the model 

this week. I think I should build a white model first. However, before next Thursday, 

Kate needs the floor plan. I have to speed up. About the sound, T think Mark should be 

the sound designer. I should remember to tell Kate. I am glad to work with Russell. It is 

my first set design, and I hope it wiU be okay. 

September 6, 1994: What does a hospital bed look like? 

September 7, 1994: The white model is nearly done. Only the wheelchair needs to 

be finished. Now comes the most difficult part—the color. I think it will be this 

weekend's work. Maybe I can find some black and white picture to help me. 

Today was the second production meeting. It was very good. The position of the set 

has afready been settled down. T am glad that it wiU work. Lighting for this show wiU be 

very important. I like the decision of the pipes-they look great. They will help the light 

a lot and make the set more interesting. Designing the set is fun. 

September 14, 1994: Using last week, T fmished the groundplan according to what 

we taUíed about in the production meeting. I changed some of the posHions like the bed 

bemg moved down a little bit to avoid the light casting on the back wall. T also moved 

the rocking chair for sight lines. Monday I showed Fred the paperwork, and he signed to 

approve it. However, I decided to change the prison table to a bigger one because when T 

was on stage, I found the bigger one could give the effect that I really want. 

I spent a lot of time on the model, but it was worth it. Tt gives me a real visual 

reference. Color is the most difficuH part of the set. Everyday T get a new idea, and my 

concept of the play becomes more clear. The black stage with a crack is very simple, but 
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it is the resuH of a lot of hard trying and thinking. At first, I went too far. I wanted to 

give a lot of texttire to the floor but after talking with Fred, I conquered the fear of letting 

the floor be a flat black. If I wanted the tension, go for it. Warm and cool gray is a cool 

idea, but T don't want to put any judgment into the show so I keep it neutral. Without 

color, it is just like cutting the hand off the designer. I hope it will work on stage. 

Now that the design for the set is ready T can stop and begin working on the lighting. 

The most exciting thing is that the director doesn't mind the shadow on the faces of the 

actors. I can go with what I want for lights. 

The show has been over for a long time, and it was a great production. The 

following is my evaluation on my work and the production as a whole. 

First, on the films which I used to take pictures, it has to be at least lOOOISO (film 

speed) and, for this kind of dark hghting, 3200ISO would be perfect. However, next time 

when I take pictures, I have to be more careful and not min the film again. In addition, I 

have to check out what kind of angle or distance I should use to take pictures as a lighting 

designer. This wiU make them more interesting and vivid when they are shot during 

performance. However, for the sake of insurance, setting up scenes to shoot pictures is 

necessary. 

It is great to work with sound designer or composer. The heart beat cue, the drums, 

and other cues are the most interesting lighting cues to me because the audience does not 

only see it but, at the same time, hears H. The impact to the audience is doubled or 

tripled. We should get the composer to the production meeting. Tt would be terrific for 

the production team to cooperate. It would be fun which is the main force in theatre. 

However, the resuH ofKeely andDu is very good. I think that is because the director and 

the composer leave a lot of room for me to work. Next time I want to work more closely 

with the composer. 

178 



Now I want to talk about the director. I think the director did her job very well. 

Good communication and not afraid to express one's opinion were the keys. When T 

heard the music or sound, T knew the director expressed to the composer what she wanted 

just as what she told me. It became easy or possible for me to mix the light cues with the 

sound effects. Everyone in the production team has the same right or duty to the 

production. Director is not higher than the others, but to me, sometimes, especially when 

the designer cannot contact the production team easily, the director has more 

responsibility to unite the whole play together. Director should not confine the designer 

by what kind of things one wants, but the director should tell the designer all the feelings, 

moods and interpretations of the play to the designer. The director for this production did 

a very good job. Maybe because I am a foreigner, I did not get a very sttong feeling for 

the play. However, the director gave me the information I want. 

During the rehearsal, I found that it is also important to communicate with the 

director about how to use the set. After I watched the first run through, I discussed the 

movement on the stage with the director. This discussion should have happened during 

the production meeting when I presented the set model. Scenery is not only stationary set 

pieces, but they are also the basis of movement. A set designer should explain the 

movement in his scene design thoroughly to the director, especially when there is any 

visual reference. This will give the director more information to use the stage. 

As the scene designer of this production, I would like to spend more time on the bed 

and props. The black sheet worked really good, although I wished there could be more 

texttire. However, the black and the material absorbed a lot of the reflective light which 

could cause Keely to be too bright. The costtimes were not so lucky, especially the white 

sweater for Du. Tt was still okay, although it was not perfect. 

For lighting, it was a wonderfiil experience because the set and the acting gave a lot 

of space for lighting. However, with a manual lighting board, the lighting designer needs 
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to be attuned to what his operators can do. Tf they really cannot do the cues, the designer 

has to consider to cut the cue or make the cue easier. Of course, this is what the designer 

hates to do. 

The goal to build a void on stage with light, in my opinion, is achieved. It depended 

on the boring calculations beforehand. The angle of the key light is my favorite part. I 

spent most of my time on figuring how to put the key lights. I did not want the key light 

to just come from the front, but at the same time, it had to provide the key illumination. 

In addition, there are not enough instruments for me to do separate key light and specials. 

So, I had to mix them together. With some angle, T could use those lights as key lights 

and special effects at the same time. The color of those lights is proper to me. It is a very 

pale hue. However, if I had the money, I wiU use the gel of raising color temperature to 

get the really white and cold light. 
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