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ABSTRACT 

In the area of actor training, young actors rarely 

receive carefully concentrated emphasis on the physical 

aspects of their acting curriculum. Many young actors 

receive little or no movement training at all. Most actor 

training is concentrated in the areas of "Method" acting, 

with an emphasis on the psychological scope of acting. 

Movement classes usually take the form of "styles" classes 

which develop limited movement skills utilized in particular 

periods and/or genres. Dance classes are often required to 

help actors in the areas of jazz, ballet, tap, and modern 

dancing to facilitate actors cast in musical productions. 

The area of actor training that is most commonly overlooked 

is the overall cultivation of bodily expression and control. 

Such an awareness of the method of communication through the 

body is addressed and developed by training in the discipline 

known as mime. 

This study was executed in a four-month class taught at 

Texas Tech University. The class provided seven students 

with basic mime skills aimed at enhancing their own personal 

acting skills through very disciplined and highly technical 

instruction. The class culminated in an interdisciplinary 

performance combining music, art, and mime. 



The goals of this study were to: (1) develop awareness 

of self through refined physicalization, (2) sharpen the 

ability to express ideas through movement, (3) cultivate 

better silent communication on stage, (4) increase confidence 

through better physical flexibility and the ability to adapt 

to different physical styles, and (5) help the actor to be 

more creative in the physical nuances involved in the 

creation of a character. 

This study provided already consummate actors with a 

basis for further exploration in the area of corporal 

discipline and flexibility. This area of work expanded their 

current skills and abilities to allow them to develop fully 

realized characterizations from the standpoint of both the 

"physical" and the "mental," and all the subtleties inherent 

in both. The class was successful in all of its objectives, 

and the performances displayed this success for an audience 

to see the development of the individuals involved. 
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CHAPTER I 

INTRODUCTION 

"The first idea that comes to the uninitiated, when you 

speak of body movement, is calisthenics."^ 

Background of the Problem 

In the area of actor training, young actors rarely 

receive carefully concentrated emphasis on the physical 

aspects of their acting curriculum. Many young actors 

receive little or no movement training at all. Most actor 

training is concentrated in the areas of "Method" acting, 

with an emphasis on the psychological scope of acting. 

Movement classes usually take the form of "styles" classes 

that develop limited movement skills utilized in particular 

periods and/or genres. Dance classes are often required to 

help actors in the areas of jazz, ballet, tap, and modern 

dance to facilitate actors cast in musical productions. 

Stage combat is also incorporated in most actor training 

programs for the sake of learning body discipline that 

prevents injury on stage while engaging in physical contact 

with fellow actors. The area of actor training that is most 

commonly overlooked is the overall cultivation of bodily 

expression and control. Such an awareness of the method of 



communication through the body is addressed and developed by 

training in the discipline known as "mime." 

The art of mime as a means for transforming the body 

into an expressive tool is often neglected in the process of 

actor training. The art of mime is "the art of creating the 

illusion of reality by the movements and positions of the 

human body."2 This illusion of reality is not unlike--and is 

in fact related to--the illusion of the theatre created by 

the actor, director, designer, and other theatre artists. It 

stands to reason, then, that the art of mime is essential in 

the training of theatre artists to further their ability to 

create the "illusion of reality." The actor uses his body to 

present the body of a character; thus, he would be considered 

the prime candidate for such training, although all theatre 

artists would benefit from such knowledge of bodily expres

sion. 

This study suggests that young actors who are trained in 

mime are better equipped to express ideas through refined 

physicalization, as well as being adept at reading the body 

language of fellow actors in an attempt at better silent 

communication on stage. Trained mime artists are also more 

flexible and more confident on stage because they can adapt 

to various physical styles and genres from classical to 

contemporary, farce to tragedy, and everything in between. 

Mime can be further defined as "the art of characterization 

or of narration by body movement."^ The flexibility of mime 



also helps actors to be more creative in the physical nuances 

involved in the creation of such characters. 

The element of characterization involves more than what 

name a character has and which lines he speaks. To gain 

complete characterizations, the actor must be able to perform 

a wide range of transformations, both physically and often 

vocally. The same actor who can play a young child must be 

able to portray the aged, whether or not he is called on to 

do so. He must portray the human as well as the animal; oc

casionally male as well as female; and young as well as old. 

The implications are obvious. The actor must be well rounded 

in terms of physical development. Even slight changes in 

roles from shy to brash or sad to happy require a knowledge 

of what the body is saying at any given time and the ability 

to change the body with that knowledge. Hence, the teaching 

of physical awareness is a necessity in any training program, 

and the incorporation of mime training would be a plus to any 

serious student of theatre. 

Education is not merely accumulation of facts nor 
the conforming of mind and body to certain formu
lae. Education is the gaining of spiritual and 
physical poise whereby at every age from childhood 
to maturity we may be ready to learn the wisdom 
which is Experience. It seems that in mime we 
have the key to much that has baffled educational 
experts in the uniting of physical education with 
mental development.* 

The necessity for mime in a theatrical education process 

is a basic need that demands attention on many levels. 



Another great educational asset of mime is its pow
er of rousing and keeping alive the imagination. I 
believe that a child's power of imagination, of 
seeing things as one complete picture, is a force 
which, mental and physical, is of infinite value in 
education, and one which we often fail to keep a-
live after childhood.* 

The theatrical premise of imagination is one of the 

forces behind the art that drives its participants to perfect 

their craft. Mime is of great significance in both ac

complishing a certain amount of excellence in the theatrical 

area of expression and inducing a higher level of 

imagination. 

The basis of all art must be technique and crafts
manship. The craft of the bodily arts is as hard 
of achievement as is that of any technique. It is 
upon physical and mental control that this craft 
is, primarily, based. It is not, as some people 
think, just vaguely 'expressing things.' Mime is 
the subject which will link together dancing, act
ing, general education and psychological develop
ment. But the aim of mime is not a performance of 
certain physical exercises which can be welded into 
some kind of whole, nor is it merely 'gesture'--
gesture is one branch only. Mime is rather the 
training of the body and mind together to become an 
instrument of expression.^ 

The purpose of this study is to investigate the process 

of mime training in the actor development process and demon

strate its effectiveness through the involvement of actors in 

a classroom setting. The mark of achievement will be the 

personal growth of the actors/students, both physically and 

psychologically, and their expanded ability to express them

selves . 

Acting is the art of registering, by all possible 
means, but principally by one's self, with one's 
own body, all the visible movements by which human 



emotions and thoughts are manifested. . . . Above 
all, the art of expression is the fundamental ele
ment of the theater, action being the clearest, the 
most impressive and, may one say, the most contag
ious language . . .f 

Methodology 

The problem concerning many actor training programs is 

clear--there is not enough emphasis on bodily conduct and 

control in the classroom. The discipline of the body is 

often neglected with the desire to mold the psychological and 

sometimes vocal components of the actor which are ironically 

so dependent on the corporal ingredient of the actor. The 

fact that mime is useful in the development of mental 

strength as well as bodily flexibility makes it the obvious 

choice for inclusion in actor training. 

The involvement of actors in such mime training is the 

particular of this study. To enable young students to par

ticipate in a group for the purpose of disciplining both 

their bodies and their minds would facilitate their acting 

process. 

The purpose of this study is to incorporate mime train

ing in the acting process of a limited number of young actors 

and actresses to aid the growth of their personal talents 

through very disciplined and highly technical instruction. 

The candidate proposed that a mime class be taught in addi

tion to the regular curriculum in the Department of Theatre 

Arts at Texas Tech University. With the acceptance of this 

proposal, the candidate set up a mime class that was taught 



from 27 August to 5 December 1990. The class was taught 

three days a week for fifty minutes per day. 

Exercises developed by the instructor in her own mime 

education and the inclusion of her own personal style of 

teaching were employed to further the students enrolled in 

the class. The students were given a list of objectives for 

the class: (1) to develop awareness of self through refined 

physicalization; (2) to sharpen the ability to express ideas 

through movement; (3) to cultivate better silent communica

tion on stage; (4) to increase confidence through better 

physical flexibility and the ability to adapt to different 

physical styles; (5) to help the actor be more creative in 

the physical nuances involved in the creation of a character. 

The grading of the class was divided into four parts, 

including a mime acting journal worth twenty percent of the 

grade. This journal was to include the students' ideas about 

the various exercises and mimes performed in class, how they 

were perceived to help the actor personally, and in general, 

and what was gained from the class. These journals are in

cluded in the appendix of the dissertation. 

The next two parts of the grading include twenty percent 

for participation in all exercises, willingness to learn, and 

a good attitude, and twenty percent for the mimes developed 

and performed throughout the semester. These mimes included 

improvisations, realistic and abstract mimes, and mimes that 

incorporated interdisciplinary work based upon works of art 



and accompanied by music. These mimes were choreographed by 

the students for this portion of their grade, and all of 

these grades were averaged together. 

The final portion of the class included forty percent of 

the students' grade for a final performance for the public 

and the candidate's committee members scheduled for Friday 

and Saturday, 7 and 8 December 1990. The performances lasted 

approximately an hour and a half each night and showcased the 

students' work in the class, including all of the individual 

mimes, the music incorporated, and slides of the paintings 

chosen by the students for their performances. 

The class was successful in all of its objectives, and 

the performances displayed this success for an audience to 

see the development of the individuals involved. This study 

provides a documentation of the class work from the intro

duction of corporal exercises to the fruition of the final 

performances. It includes the individual mimes, music and 

art incorporated along with special problems in mime and the 

class's triumphs over physical and mental hurdles. 

This study will contain a great deal of personal analy

sis and constructive criticism on the part of both the 

teacher and the students regarding the development of mime as 

an actor training technique. This study will provide already 

consummate actors with a basis for further exploration in the 

area of corporal discipline and flexibility. This area of 

work will expand his current skills and abilities to allow 
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him to develop fully realized characterizations from the 

standpoint of both the "physical" and the "mental," and all 

the subtleties inherent in both. 

The study is broken down into eight chapters with two 

appendices. The chapters include an introduction, and a 

conclusion of the results from the candidate's point of view. 

The chapters are outlined in the following manner. 

Chapter I, "Introduction," is designed to orient the 

reader with a background to the problems inherent in many 

actor training curricula and a brief explanation of the need 

for mime in these programs. The candidate's methodology for 

the teaching of such a class is included here, along with a 

brief synopsis of each chapter's contents. 

Chapter II, entitled "Mime in Search of Its Mark," 

defines what mime is in comparison with other disciplines 

such as dance and pantomime, gesture and mimicry. This 

chapter includes a brief history of mime and some of its 

roots. 

Chapter III, entitled "The Employment of the Exercise," 

is a "how to" chapter with an explanation of the parts of the 

body, their place in the expressive process, and various 

exercises to further the attainment of their increased 

expressiveness. Examples of various exercises from the class 

will be examined to gain further insight into their effec

tiveness. The combination of these exercises and how they 

create various illusions is also explored. 



Chapter IV, "The Maturation of the Mime," examines 

the complete mime and its various forms or styles. Actual 

mimes choreographed by the students are dissected and 

examined in terms of their content and effectiveness of 

expression and communication. 

Chapter V, "The Interdisciplinary Integration," ex

plores the idea of a truly interdisciplinary art form 

incorporating both art and music in the theatrical presenta

tion of mime. The results of exploration into the other arts 

as a footing for mime choreography is discussed along with 

the actual interdisciplinary mimes choreographed by the 

students and instructor. 

Chapter VI, entitled "Props and Peculiarities of the 

Mime," investigates the mask, the makeup, the costume, the 

"prop," and other peculiarities in mime, such as "silence." 

Chapter VII, "The Mime, the Mask, the Music: The Final 

Performance," concludes the study by documenting the final 

performance of the mime class and the processes of prepara

tion for it. Perceived and actual audience responses are 

recorded and discussed along with the final observations 

of the teacher and the students. 

Chapter VIII, "Conclusion" includes the candidate's 

personal assessment of the entire process and her desire for 

and confirmation of the need for mime education in actor 

training programs. 
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The Appendices include the students' and teacher's jour

nals kept during the course of the semester. Many of the 

observations, questions, and problems discussed in these 

journals will be addressed in the body of the text. 

The candidate hopes that actors' thirst for knowledge, 

enlightenment, and perfection of craft will lead them to 

explore a vast array of disciplines to enrich their craft, 

from dance and voice to metaphysics and philosophy; somewhere 

in between they will find the art of mime. This study is 

dedicated to actors everywhere because of the thirst that 

keeps a precious art alive. 
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Notes 

^Thomas Leabhart, ed., "Etienne Decroux Eightieth 
Birthday Issue," Mime Journal 7 & 8 (1978): 29. 

2 Claude Kipnis, The Mime Book (Colorado Springs, 
Colorado: Meriwether Publishing Ltd., 1974), p. 198. 

^Henry Bosley Woolf, ed.. The Merriam-Webster Dictionary 
(New York: Simon & Schuster, Inc., 1974), s.v. "mime." 

* Irene Mawer, The Art of Mime (London: Methuen & Co., 
Ltd., 1932), pp. 201-202. 

5 Ibid., p. 203. 

«Ibid., p. 125. 

•'Charles Aubert, The Art of Pantomime (New York: Henry 
Holt and Company, 1927), p. 3. 
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CHAPTER II 

MIME IN SEARCH OF ITS MARK 

To be, or not to be--that is the question." 
(Shakespeare, Hamlet, Act 3, Scene 1.) 

The mime is constantly searching for his place in the 

world of theatre--not an easy task. The idea of mime has 

become jumbled and confused. Actors and dancers are usually 

too preoccupied with their own art and consider theirs to 

be the best and purest art form. The mime is left to fend 

for himself and is often alienated from other artists because 

they do not understand who he is and where he fits into the 

scheme of things. 

The actor needs mime discipline to help him become less 

"literal." The dancer needs the focus that mime has to 

offer. The confusion, however, does not stop with this 

triangle. Historians even differ on the definitions of 

"mime," "pantomime," and "mimicry," to name a few. There are 

definite historical roots for mime, and, ironically, its 

progression in history is clearer than its explication today. 

What is Mime? 

The first question that most students ask about the art 

of mime is "What is mime?" Various children have come up 

12 
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with their own definitions--"acting without words"; "it's 

when you use your body, but not your mouth"; "it's when 

you're climbing up a rope--but there's no rope, so you have 

to use your imagination"; or "it's the most fun I ever had."i 

These answers are simple and understated, but, in many re

spects, they are very true. 

Mime is considered to be the first art form because 

people have not always had music or the written or spoken 

language. Since the dawn of time, however, man has had his 

body. "The world over, one may understand the language of 

the body. [Pantojmime is more universal than music. It 

takes a long while for the American ear to appreciate 

oriental music."2 The body is the primary means of 

communication for a great many people of various cultures. 

When it is impossible for someone of another culture or 

nation to understand the words that are being used, he/she 

must find an alternate means of communication. Mime is such 

a means because "our bodies are, quite simply, the handiest 

thing around for communication."^ 

Babies must use their bodies to express what they want 

and need before they reach an age where they can express 

themselves verbally. "Anthropologists . . . believe that 

mime in its mimic form was born with the dawn of human life, 

when in the absence of language, man first gesticulated to 

communicate."* 
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Once language is introduced, babies often forget their 

bodies and opt for a coded means of expression--words. "A 

babe will watch his fingers and toes by the hour, and all 

movements seem to create a new interest in their very anima

tion. "5 This fascination with the body continues until 

language is initiated. The body is practically forgotten 

"until a sliver or blister calls attention to a condition 

which is not normal--normal in the sense of his previous in

difference . . . A child will usually run to his mother and 

ask to have the sliver removed."^ 

The American language is so vast in the complexities of 

meaning that the listener is usually an unconscious "watcher" 

as well. The listener must decipher which meaning is being 

implied by the subtle change in body language. Usually, the 

listener does not even know that he is reading the body. He 

does it instinctively. 

Many observations aid us to determine that [panto] 
mime is the first language to be used by the race, 
as well as by the individual. . . . Just as [panto] 
mime is conceded to be the first language in the 
life of a tribe or race, . . . so [panto]mime is 
the first language used by the babe.'' 

The caveman wrote on the cave walls of his great 

conquests while hunting. These stories were not only told 

through art, but also through dance of a different type--

pantomime. Such tribal stories were to be handed down and 

celebrated around the campfire through the art of pantomime. 

. . . all savage tribes have a war-dance of some 
description, in which in fighting costume they 
invariably go through, in Pantomimic form, the 
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respective movements of the Challenge, the Con
flict, the Pursuit, and the Defeat, whilst other 
members of the tribe, both men and women, give 
additional stimulus to these representations by a 
rude form of music.^ 

Mime can be considered an art form in search of a 

definition. There are several responses to what mime is, but 

the definition gets muddled when one begins to determine what 

mime is not. Mime is not pantomime or dance; mime is not 

indication by gesture; and a mime is not a mimic. In order 

to clarify many of the misconceptions about what mime is and 

is not, it is necessary to define and contrast each of these 

terms: pantomime, dance, gesture, and the mimic, and then to 

correlate the actor's place in relation to each. 

Mime Versus Pantomime 

"In America we know pantomime chiefly as an element of 

the interpretative dance."^ This lack of concern over defi

nitions complicates the process of teaching because students 

have come to transpose the words "mime" and "pantomime," 

without a thought as to why there are two separate words 

instead of one. The simple reason is that the two words do 

not mean the same thing. They are inextricably related, but 

they are not the same thing. Their meanings are not be 

interchangeable. 

Pantomime is generally considered to encompass a 
broad world of movement whose tradition lies with 
the clowns and comics of the theatre, as far back 
as the Greeks and Egyptians. . . . Pantomime em
braces music, dance, acrobatics, sound, even words. 
We may use it as a general term to describe non-
scripted theatre.10 
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Pantomime is also considered by many theatre artists to 

be the use of "air props." When the actor is asked to write 

a letter and told he will not have an actual piece of paper 

and a writing instrument, he must perform the task of writing 

a letter as realistically as possible without the aid of 

tangible objects. Just as mime requires the imagination, so 

too, does pantomime, but it is not as stylized as mime. In 

the triangle between the actor, mime, and pantomime, the 

pantomime fits in the middle. Acting and mime would be 

considered art forms in and of themselves, whereas pantomime 

borrows from both in an attempt to merge the two disciplines. 

Mime is much more stylized than pantomime, and it 

attempts to define itself in its own terms, separate from 

pantomime, acting, or dance. 

Mime is a much purer art form. Performed in si
lence, through a highly disciplined body--it goes 
beyond the level of entertainment to beauty of 
style--and often to abstract meaning. When Marcel 
Marceau performs the humorous "skit" of Bip at a 
Party, that is pantomime; when he is locked in the 
struggle of one terrifying cage after another, that 
is mime. 11 

The actor is encompassed by the struggle between mime 

and pantomime, but he must be able to use and appreciate both 

for what they are and what they can give him in perfecting 

his craft. The art of mime teaches him to use his body in a 

stylized and disciplined way so that he can express himself 

either through the story (pantomime) or the abstract and 

highly stylized sense of action known as "mime." 
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Mime Versus Dance 

"The art of the stage developed from mime, which is the 

representation of inner movements by visible outer motions. 

Mime is the stem of the tree that has branched into dance and 

drama."12 The mime artist now finds himself in yet another 

triangle between drama and dance where he suddenly becomes 

the apex. 

Actors and dancers coexist rather pacifically be
cause they have so little in common. Once the mime 
enters, discord follows. No one will give the poor 
fellow room. The actor wants to claim the mime's 
speaking body, and the dancer claims his silent 
movements. It seems that many people will not let 
a mime be a mime. "All right, so you do Mime, but 
which are you, an actor or a dancer?" But there are 
differences among these even though they all appear 
on a stage.13 

Mime is considered to be more of a "verbal" art than 

dance. The body is used as a substitute for words in mime--

the body is a tool for expression, just as words are. Dance 

considers the body to be expression itself; it is a celebra

tion of the body and the spirit, not a silently verbal means 

of expression. 

Perhaps the dancer fails when he can too easily be 
comprehended, when his dance is too full of sig
nificance and articulate meaning. The dancer be
comes heavy, too 'verbose.' In his turn, the mime 
who leans toward dance lightens his ability to make 
meaning and becomes equally heavy. His audience 
can only lose track of what he is saying.i* 

Because of mime's "verbal" quality, the two disciplines 

are not as similar as one would like to think. 

Dance would seem to be Mime's twin; after all, they 
both use the non-verbal body. But, despite appear
ances. Mime and dance are probably more clearly 
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separated than Mime and acting. "Dance is eva
sion; Mime invasion,: said Etienne Decroux. Dance 
can avoid the consciousness of knowing, for one 
can watch a dance without giving it meaning, or 
understanding its meaning. It is a celebration, 
. . . bypassing our need to know, reinforcing our 
desire to participate and be. For this reason, 
dance, like music, is perhaps a purer form of the 
theatrical art. The shape is total; the relation
ship immediate; and therefore no mediation is re
quired between the dancer and his audience.i^ 

Mime is constantly struggling to find its rightful place 

in the triangle between acting and dance. Mime is more 

closely linked to acting than dance because "the mime is an 

extension of the actor."i^ No one ever complains that the 

actor, in his own style of expression, is dancing. Mime, in 

its own style of expression, is considered to be a plagiarism 

of dance merely because the two arts use the body and not the 

voice. 

Two condemned men have just been branded. One of 
them is gagged, but his body is free: he moves. 
The other is bound to a stake, but his mouth is 
free: he shouts; and can only move inside his 
tight binding. Neither of the two criminals feels 
a desire to dance. The first is the miming actor; 
the second is the speaking actor. Their suffering 
is the same. I'' 

Because the mime and the actor are closely linked in 

their form of dramatic expression, one might ask why there 

are two separate arts--why not combine the two? This would 

be like asking why there is poetry and prose; why not combine 

these? Mime is to acting as poetry is to prose--both mime 

and poetry are more efficient yet stylized means of expres

sion. 
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Take away the actor's words, and he is a silent ac
tor. We wait for him to commence talking again. 
Whatever his other virtues, and he may have many, 
the actor is judged by how well he manipulates his 
words, how well he creates a space in them for his 
acting. The actor approaches his text in the way a 
mime approaches his body. The actor makes plastic 
his words, flexing them, giving them tension, 
shaping them to give feeling and direction. . . 
this is what the mime learns to do with his body. 
Both produce the illusion of reality, but one has 
his hands and legs and torso to use, the other his 
voice and all of its sonorities.i® 

Because the mime contains the "verbal" nature of acting 

and the physical aspects of dance, it has something to offer 

each of the other artists--a more efficient means of communi

cating for the actor and a method of teaching the dancer 

what else his body has to offer in terms of expression. 

Each should know more about the particular visions 
of the other, but it is not enough merely to give 
the actor a little dance, the dancer a little act
ing, and for both of them a little Mime. One does 
not learn a new language by taking a short vacation 
in a foreign land.i' 

The training process for dancers as well as actors 

should include the study of mime. 

In the case of dance students . . . mime . . . has 
the following advantages: 

1. It develops a dramatic point of view: that is, 
the ideal of giving out a definite rhythmic im
pression of thought, to which the mechanism of 
movement must be subordinated. 

2. It develops the power of sympathetic perform
ance owing to the necessity of playing with 
other people. 

3. It encourages individuality while demanding es
prit de corps, with its necessity for organized 
team-work. In a mime play every individual 
movement is the result of the action of another 
person, and in its turn reacts on yet another 
individual. 

4. It develops the stage sense without which 
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performance is impossible, and counteracts the 
dancer's tendency to do 'stunts' without regard 
to the performance as a whole, and, having done 
them, to retire into a 'pose' until the next 
'turn.' Every individual in a mime play must 
act all the time, and react to every change of 
thought in the central figures. 

5. It develops the acting capacity by which every 
dancer must establish sympathy between audience 
and performer and without which the most per
fect technique will make but the minimum of 
impression. 

6. It calls for unselfishness in performance and 
study. 

7. Develops an appreciation of the dramatic sig
nificance of music.20 

Actors are often concerned with their ability to move 

and feel inadequate in the area of dance unless they have had 

years of formal dance training. Mime training helps to give 

them the confidence that they need in the areas of body con

trol and expression without forcing complicated dance steps 

on them. 

In the case of dramatic students . . . mime . . . 
is of enormous help in the appreciation of the val
ue of co-ordinated movement in stage-work; further, 
it develops musical appreciation and an understand
ing of the connexion between words and movement. 
It gives a sense of the pictorial side of dramatic 
art, and stresses the necessity for simplicity, 
breadth and strength of movement; it induces preci
sion of thought and movement, as well as making 
all, or almost all, the points mentioned in connex
ion with dancers.2 1 

Mime is an important discipline to be studied by all 

artists who are directly concerned with their bodies as 

instruments: actors, dancers, acrobats, etc. Performing 

artists find in it a means of concentrating on and isolating 

the various parts of the body and how each part works in con

junction with each of the other parts. Precision and 
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strength are important goals that all performing artists 

strive towards in making their art more immediate and simple. 

The study of mime technique is the most efficient 
method of acquiring control, simplicity, and 
strength in the physical part of the performance. 
This does not take the place of dance training, 
which is also vital for the performer. Mime train
ing is more concerned directly with physical char
acterization, clarity of gesture, and convincing 
physical portraiture.22 

Mime Versus Gesture 

"In life, as on the stage, not 'who I am' but 'what I 

do' is the measure of my worth and the secret of success. 

All the rest is showiness, arrogance, and conceit."23 

The term "gesture" can strike fear into the hearts of 

beginning actors. Constant reminders to "finish an action or 

gesture," not to "indicate," and to find "natural" gestures 

that fit the framework of the character can be' confusing and 

intimidating. Gesture is as natural, and yet foreign, to the 

actor as his voice or his emotions are. The concept is 

there, but the way to approach it is not. 

The term "gesture" is defined as "1: the use of motions 

of the body or limbs as a means of expression 2: a movement 

usually of the body or limbs that expresses or emphasizes an 

idea, sentiment, or attitude."2* Where does mime fit into 

this definition? "The art of gestures, people say. A dis

turbing definition."25 The mime does not merely use the arms 

and legs to express what he can incorporate his entire body 

to say. "In our corporeal mime, the hierarchy of the 
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instruments of expression is as follows: first the body, 

then the arms and hands, and last, the face."2 6 

Mime is not merely the art of gesture. It incorporates 

the entire body with the arms (and hands) as the easiest 

means of expression. The body is more stationary while the 

legs act as the base that holds the frame in place and moves 

it from here to there. The arms refine the expression of the 

torso and head. To consider mime as a purely gesture-

oriented art is erroneous. 

Whereas the limbs are used to "emphasize an idea" in 

gesture, they are used to "refine the expression" in mime. 

The difference is the amount of emphasis placed on gesture. 

The gesture is direct and distinct in and of itself. In 

mime the limbs gesture to complete an idea, not to become the 

idea itself. 

In acting, the gesture is used primarily as support for 

words. Because it lacks words, mime is often accused of 

impairing the use of words. Thus, the beginning mime student 

overemphasizes the use of gesture to help support and 

reawaken his need for words. "Mime should always be 

practised as 'thought in movement' and the expression of 

words in movement; so that by it words take on a new form of 

life."27 To think of gesture as a replacement for words in 

mime is to minimize the power of the body. The mime uses the 

arms and hands to express love, but he does not gesture in 

verbal terms, "I love you." The entire body is responsible 
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conveying the "spirit" of love; the limbs merely extend this 

"spirit" beyond the limitations of the torso. 

Like the actor, the mime must incorporate the idea of 

economy in gesture. To overemphasize the gesture is to "in

dicate" in both mime and acting. Once one begins indicating 

in mime, he is performing pantomime. 

The mime practices using a minimum of effort in 
his performance; he economizes, conserves his ener
gy. This does not mean he performs small--his per
formance is large, but he eliminates all extraneous 
movement, and only performs the minimum necessary 
to tell his story. He always takes the simplest 
path. When he moves one part of his body, the rest 
of it remains still, until needed. It is as hard 
to learn not to move as it is to learn to move. . . 
. The simple gesture is more dramatic . . .2 8 

Economy in gesture helps to keep the expression precise 

and does not clutter the action with confusing signals. It 

follows then that one must think in terms of "action" and not 

in verbal terms. To concentrate on specific gestures to go 

with specific "words"--I (pointing to yourself) love (point

ing to your heart) you (pointing to the other person)--clut

ters the action and takes it into the realm of indication. 

Mime eliminates indicative gestures. A simple undulation of 

the arms to the heart and a tilting of the head says "I love 

you" without becoming verbose. 

With economy in mind, the performer must concentrate on 

what he is saying with his gestures. There are three common 

types of gestures made by the arms and hands: "1. Indica

tive gestures, which point out an object. 2. Descriptive 
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gestures, which measure or delineate an obDect. 3. Active 

gestures, which illustrate the action they sketch."2^ 

In mime, as in acting, the use of indicative gesture is 

detrimental to the cleanliness and economy of the action. 

Indicative gestures "designate a person, an object, a spot, a 

direction."30 As in the "I love you" example, indicative 

gesture lacks economy and is pantomimic in nature. This 

means is not a stylized form of gesture and is consequently 

superfluous to mime. 

Descriptive gestures are often used in mime. "Their 

object is to produce the idea of a person or object by the 

rapid delineation of its size or shape when this size or 

shape is sufficiently characteristic."31 An example of this 

type of gesture in mime is in the delineation of an object 

that is to pushed or pulled--the size of the object must be 

portrayed in order to understand the "illusion" of pushing 

something that is not seen. This type of gesture in mime is 

used more as a point of reference rather than as a complete 

and detailed description of an object or person. 

Active gestures are used to portray actions--"to beg," 

"to pray," "to threaten," etc. These gestures are extended 

through the entire body in mime. Often the use of opposites 

is employed in active gestures. To push a box, one must 

first leap back to extend the body and the arms; then the ac

tual action of pushing is sufficiently "set up." These types 

of gestures in mime are not considered actual "gestures" but 
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"actions." An active gesture cannot be employed by the arms 

and hands alone in mime. There must be some sort of engage

ment by the rest of the body to keep from crossing the fine 

line into indication. 

The mime must use clean and precise gestures, and "he 

must complete each gesture before beginning the next one. 

He must separate his actions, in fact, each part of each 

action."3 2 He must also be conscious of rhythm and repeti

tion in gesture. 

The rhythm of gesture is so much a part of the tot
al action that were a play to be staged "with the 
sound turned off" a good deal of the meaning would 
remain intact. The subtleties of verbal irony and 
imagery would be lost of course . . .33 

The art of mime is a rhythmic art just as dance, but it 

is the rhythm of the internal self that is expressed. The 

rhythm of mime dictates that gestures not be redundant, just 

as the natural rhythm of human behavior is not redundant. 

Every action in the natural world is used for some sort of 

"result." If the results are not reached, the action is 

enhanced and broadened in hopes that the result will be 

achieved the second time. The action continues to grow, and 

the gesture becomes climactic each time it is repeated. 

A mime should never repeat a gesture, unless he 
does it in some other way. He should never point 
twice or beckon twice. He should do it one time, 
big and clear: To repeat it would only be redun
dant. . . . This same principle holds true for 
spoken dialogue in a play; if the words are repeat
ed, they must be said differently each time, or 
they are redundant. Same principle for words in a 
song.3 4 
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The physical language of mime is comprised of, but not 

limited to gesture. Without gesture, the limbs might just as 

well be cut off from the rest of the body. The language of 

mime also includes the torso and head. Each component has 

its own grammar, just as the English language does. Gesture 

is one small component of mime--it is an adverb to the verb 

of total body movement. The language of acting is verbal; 

but "in reality there exists no speech without bodily 

tension. Such tension is potential movement, revealing 

sometimes more of a person's inner urges than do his 

words."35 At this point mime takes over. 

"Could it be possible that gestures and acting with the 

face, because they have the power to help the spoken word, 

now feel capable of replacing it?"3 6 The goal of the mime is 

to prevent gesture from taking over the power of the body, 

not only in the mime performance, but also in the spoken per

formance as well. Precise articulation of expression is the 

aim of the performer, and gesture must not be allowed to 

stifle it. 

Mime Versus Mimicry 

The fact that the words "mime" and "mimic" are so 

similar usually spurs the idea that mime and mimicry are the 

same art. Nothing could be further from the truth. The 

mimic is a "copy" artist. His art is in perfect imitations 

of reality. The mime creates his own reality. Rich Little 

mimics Ronald Reagan, but he can not "mime" him. He perfects 
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the physical and vocal nuances that are considered character

istic of Reagan in an attempt to "become" Reagan. This 

characterization is a mere copy that speaks nothing of 

originality--it is a true art in itself. The mime is not a 

mere "imitator." He creates his own characterizations. 

"The Mime creates a character. The mimic is an 

imitator. The one creates; the other copies. Chaplin is a 

mime; those who imitate him are mimics."3 7 Imitation is the 

key to mimicry but not to mime. The verb "mimic" is defined 

as "1: to imitate closely 2: to ridicule by imitation 3: 

to resemble by biological mimicry."38 The idea of imitation 

permeates the art of the mimic. 

Miming is not the same thing as imitating, although 
the ability to imitate is a rich resource of the 
mime. Imitation by itself is far too restricting. 
We can learn by imitating because it shows us how 
to behave. But imitation always shows us what has 
been or is; it cannot show us what might be. So a 
mime who rests his skill on the ability to imitate 
freezes his art because he freezes the reality that 
he can explore and create. Of course, the mime 
should use and develop his capacity to imitate--or 
else how will he be able to identify with the world 
outside himself, becoming a plant, an animal, some 
object, or even another person?--but he will have 
to know how to do more if he is to create a living 
and credible reality.39 

Even when the mime mimics, he is creating a reality 

separate from reality. He stylizes his imitation of an 

animal so that the world of the "dog" is different from the 

accustomed world. The fact that he is silent in his 

imitation also takes the imitation into a different reality. 

The mime is not an imitator. He enlarges, empha
sizes, particularizes, comments on the character he 
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portrays. It is as though images in the creator's 
memory, or flashes of vision, acting as catalytic 
agents, suddenly decide to have a being of their 
own. Then the creator-as-performer has to release 
these images to take their own shape, using what
ever theatre forms are necessary to their realiza
tion.*o 

The art of mime is an "active" art. He does not 

portray" or mimic an action; instead, he "performs" an 

action in the portrayal of illusion. "One of the first 

things that mime teaches . . . is concentration of mind and 

body under control of individual thought. It must be thought 

in action. This is not mimicry."^i 

The mime is not a mimic. He is not a dancer. He does 

not perform pantomime. He uses his body as a tool in the 

language of expression. This tool includes gesture, body 

movement, and even facial expression. The desire and need 

for communication is born with the body. The baby needs 

food, warmth, love. The body executes the communication that 

the voice has not learned. Thus, the language of bodily 

expression is present at birth; the vocal language is learned 

as a replacement. The art of mime is natural and 

instinctive. Once the voice is introduced, the art must be 

learned again. The history of mime is the history of mankind 

in his struggle to communicate and express. It is the lost 

art of the body that, ironically, has always been there. 

A Brief History of Mime 

The history of mime begins with the birth of the body 

and the spirit. One cannot speculate on the use of mime 
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before the written language, because mime was the equivalent 

of the written language. Story tellers handed down their 

tales through performance. Primitive people told stories 

through the story-telling dance of "pantomime." "Tribal his

tory was recalled by enactment in pantomime, and the best 

means of teaching the young the elements of bravery was in 

the elaborate pantomime."*2 

There are few primitive peoples without a war 
dance, and the pattern has usually been: Chal
lenge, Pursuit, Conflict, and Defeat. Sounds like 
lots of today's movies. These people also tended 
to imitate nature around them, and animal charac
ters were performed by many primitive mimes: the 
American Indians with their Eagle dance, the Bali-
nesians with their Monkey dance, the Australian 
bushman miming the baboon, or a swarm of bees, etc. 
Most of these people also did harvest dances, and 
weather dances.*3 

Most historians agree that the pantomime began with the 

cavemen and their dances of expression, later adopted by the 

various Indian tribes. 

. . . it seems likely that a form of mime was the 
earliest language. The primitive caveman gesturing 
and acting out his feelings to his companions had 
no other way to communicate. He dramatized his 
prowess as a hunter or warrior, accompanying his 
motions with grunts and snarls until a spoken lang
uage finally evolved. Today primitive tribes still 
act out entire stories in their dances, and through 
this form of mimicry their mythology and the his
tory of their ancestors live on.'** 

Although a form of mime began by the primitives, it 

would more rightly be considered pantomime. The mime itself 

did not begin as an art form in and of itself until much 

later. Silence was not practiced, although the use of 
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elaborate gesture was incorporated in most ancient dances and 

this was continued in the Greek theatrical tradition. 

Mime as a true theatrical form began in ancient 
Greece, where performers portrayed the events of 
everyday life with the help of elaborate gestures. 
Mime was not the silent show we recognize today. 
Before each performance in the Athenian theater the 
actors often did a mime show as an introduction. 
The principal mimes were called ethologues, meaning 
painters of manners, and they tried to teach moral 
lessons in their work. During the performances 
themselves the choruses mimed as they spoke and re
acted in movement to what occurred on the stage.*5 

The Greeks boast a rich theatrical heritage upon which 

many of our contemporary forms of drama, dance, and mime are 

based. Mime could be considered the most indiscriminate 

art form because it allowed a large range of performers to 

take refuge in its theatrical harbors. 

All types of entertainment are often grouped under 
the heading of "mime," a term applied indiscrimi
nately both to scripts and performers. Mime ranged 
through short playlets, mimetic dance, imitations 
of animals and birds, singing, acrobatics, juggl
ing, and so on. Small troupes of mimes may have 
performed at banquets and on other occasions as 
early as the fifth century. Thus, mimes were prob
ably the first professional entertainers; they cer
tainly were the first to include women among their 
ranks.* * 

The mime (or pantomime) was more of an action-oriented 

art and was only sporadically recorded for posterity. The 

"improvisational" style of mime made it more difficult to 

write down. The mime playlet eventually became more and 

more accepted as artists decided to write down the plots and 

characters they were improvising. 

. . . the first Greek dramatic activities were im
provisation. A story was to be enacted and a group 
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of men were chosen to present such a story as they 
improvised; these spontaneous action and group ad
justments could easily have assumed a certain form 
as some of the same players were used and tried to 
produce the same effects which pleased their audi
ences most at the previous performances.*^ 

Mime performances became a popular entertainment in 

Greece, and they continued to grow into the "mimes" of today. 

The literary tradition of mime began to thrive and many mimes 

were recorded by Greek dramatists. 

Short mime playlets seem to have originated in 
Megara in the sixth century B.C. The Greek colon
ies of southern Italy and Sicily favored them dur
ing the fifth century, but not until Hellenistic 
times did they flourish throughout Eastern Mediter
ranean areas. After 300 B.C., mime performers ap
peared increasingly at festivals, although they 
were never admitted to membership in the Artists 
of Dionysus. The increased vogue for mimes is re
flected in the rise of a school of "literary mime" 
writers at Alexandria and in southern Italy around 
300-250 B.C. Eight playlets by Herodas, who lived 
in Alexandria in the first half of the third cen
tury, still survive. They are short (most no more 
than one hundred lines), relatively subtle and rea
listic scenes of daily life.*8 

These "literary mimes" are "realistic and sometimes sordid 

studies of certain social types and were probably intended to 

be read rather than acted."*5 

Under the Roman empire, mime became even more popular as 

a pagan form of entertainment. Christians disliked mime 

because of their level of depravity. "An element of 

indecency clung to the mime from the beginning, and it 

reached an incredible level during the Roman empire."^o 

The first clear reference to the mime, or fabula 
riciniata, is found in Rome in 211 B.C., although 
it probably had been performed there much earlier. 
Under the republic, it was associated especially 
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with the ludi Florales, a festival honoring one of 
the fertility goddesses and noted for its li
cense. 5 1 

•<i The festival was celebrated riotously by the popula

tion, and it went so far as to allow the appearance of mime 

actresses naked on the stage."5 2 The Roman emperors were the 

leading cause of such corruption in the arts--mime being the 

leading outlet for such immorality. Mime contained extremely 

explicit sexual themes. These themes demanded a more physi

cal style of performance, and the practice of writing them 

down decreased. 

Under the empire, the mime appears to have revert
ed to a nonliterary type, although its popularity 
increased until it virtually drove all other forms 
from the stage. The term mime seems also to have 
been used in this period to designate almost any 
kind of entertainment offered in the theatre. 
Basically, however, the mime was a dramatic form, 
usually short, but sometimes quite an elaborate and 
complex spectacle with large casts. It might treat 
almost any subject and could be either serious or 
comic, but usually it dealt with some aspect of 
everyday life seen from a comic or satiric point of 
view.5 3 

Roman mime contained themes that reflected the time 

period and the people seeking entertainment. The mimes 

included "numerous beatings, fights, deaths and other forms 

of violence . . ."5* 

Modern scholars have tended to discuss these mimes 
almost wholly in terms of obscene and violent exam
ples, although it is far from certain that these 
were typical. There seems little reason to doubt 
that extramarital affaires were frequent subjects, 
but some historians have assumed that because one 
of Rome's more depraved emperors, Heliogabalus 
(ruled 218-222 A.D.), ordered sexual acts to be 
performed realistically, this was typical through
out the empire.55 
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In addition to this, "if the plot included an execution 

sometimes a condemned criminal would be substituted for the 

actor to give the spectators an extra thrill."5 6 This type 

of subject matter seems to be typical for the Roman mime. 

Mime and pantomime were considered to be separate art 

forms during part the Greek empire, but the Romans split the 

two. Eventually even Roman mime and pantomime came to be 

considered one art as pantomime became increasingly less 

popular to the Roman commoners. 

Under the empire, pantomime (or fabula saltica) was 
also popular. Roman pantomime was a forerunner of 
modern ballet for it was essentially a storytelling 
dance. . . . it was essentially a solo dance . . . 
Pantomimic plots were usually taken from mythology 
or history. The action was accompanied by a chorus 
(who sang an explanatory libretto) and an orchestra 
of flutes, pipes, and cymbals. . . . Although the 
comic mode soon declined in popularity, the serious 
for of pantomime gradually usurped the position 
formerly held by sophisticated audiences. . . . and 
intense rivalries developed over the relative mer
its of dancers. Pantomime was also long a favorite 
with the common people, although after the second 
century A.D. it was increasingly subordinated to 
mime.s f 

Mime continued to flourish during the Byzantine era as 

a secular art form. Once the Roman empire was split into two 

parts. Emperor Constantine moved the capital to Constanti

nople where theatre was performed in the Hippodrome which was 

designed primarily for chariot races. This was where the 

citizens came for all entertainments or assemblies. "Theat

rical entertainments can be added to these activities, for 

the intervals between chariot races were filled with per

formances by mimes, acrobats, dancers, and miscellaneous acts 
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of all sorts."58 Mime was also performed at other places 

besides the Hippodrome. "Mimes, acrobats, and ceremonial 

dancers appeared at banquets given by the emperor on state 

occasions; revels of various sorts were features of urban 

festivals; . . ."59 

"As Christianity grew in the Roman empire the pantomime 

declined and finally it vanished."^o The art of "mime" still 

survived, however. Mime became religious in content in order 

to stay alive against Christian dominance in theatre. 

As Christianity asserted itself opposition grew to 
the bawdy traditions and associations of mime, and 
in turn the Church received the scornful attentions 
of the actors during their performances--until the 
Church got the upper hand, excommunicating all 
performers and later closing down all the theaters. 
Yet basic mime survived. Its requirements were so 
simple that it could still be performed anywhere, 
in public or in private. Eventually from the tenth 
century on, the Church relaxed its attitude, began 
to accept the theater, and indeed rather than con
demning it began to patronize it. Mystery and mor
ality plays began to appear with religious themes, 
many performed in mime.^i 

As the Church continued its tight reign on theatrical 

activities in the West, the Eastern half of the Roman Empire 

remained unchanged in its vulgar subject matter. "By the 

time the Byzantine mimes returned from Constantinople, the 

Italian theatre was as vulgar as it was religious, and out of 

this union grew the Commedia dell' Arte."6 2 

Historians do not know when the commedia dell'arte 
came into being. The first clear records of it are 
found soon after 1550, but it may have existed long 
before that time. Several theories have been ad
vanced to explain its origin. One school seeks to 
trace it from the Atellan farce of Rome as pre
served by wandering mimes during the Middle Ages. 
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The principal evidence for this view is the simil
arity of stock characters in the two forms. A 
variation on this theory traces the commedia from 
troupes of Byzantine mimes who supposedly fled to 
the West when Constantinople fell in 1453. Other 
scholars have argued that it evolved out of im
provisations on the comedies of Plautus and Ter
ence. Still others have traced it to the Italian 
farce of the early sixteenth century.^3 

The commedia dell'arte is one of the better known 

origins of mime. Most theatre artists are familiar with 

this "style" of theatrical acting, and there are even extant 

commedia scripts. 

The two fundamental characteristics of commedia 
dell'arte were improvisation and stock characters: 
the actors worked from a plot outline, on the ba
sis of which they improvised dialogue and action, 
and each performer always played the same charac
ter with its fixed attributes and costume.^^ 

"The Commedia themes and characters grew out of 

Renaissance humanism. . . . The scenarios demonstrated the 

complexities of human needs: hunger and love were the 

primary subjects of Commedia performances."^5 The companies 

traveled all over the continent and were very popular to 

kings and commoners alike. The history and progression of 

commedia dell'arte can be considered a separate treatise in 

and of itself, but some of the stock characters are outlined 

below to give some perspective on the "types" of characters 

that have influenced contemporary mimes today. 

The character types in commedia can be divided in
to two general categories: the straight and the 
exaggerated. The straight roles were those of the 
young lovers, who served as a norm against which 
the peculiarities of other characters were seen. 
. . . unlike the other characters, [they] were not 
masked . . . The "character" roles can be divided 
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into masters and servants. Of the masters, three 
types recurred most frequently: the Capitano [one 
of the lovers who was highly exaggerated and even
tually became a braggart and a coward who served 
as the unwelcome suitor to one of the young women], 
Pantalone [a middle-aged or elderly merchant], and 
Dottore [usually a Doctor of Law or Medicine] . . . 
The most varied of all the commedia types were the 
servants, or zanni. . . . Of the zanni. Harlequin 
(or Arlecchino) was by far the most popular . . . 
[The other zanni included] Brighella . . . Scara-
muccia . . . [and] Pulcinello. . . . In size, the 
troupes averaged ten to twelve members; seven or 
eight men and three or four women. A typical 
troupe included two sets of lovers, a servant girl, 
a Capitano, two zanni, and two old men . . . but 
this pattern might be augmented or reduced accord
ing to the financial state of the group.^s 

"The commedia dell'arte continued until about 1775, but 

never regained the prestige it commanded prior to 1650. "̂ 7 

The mime performer began working in other directions after 

the commedia died out. 

In 1815, with the reestablishment of the monarchy, 
strict censorship continued. . . . Under these con
ditions, it was inevitable that a pantomime form 
would flourish. . . . A new style developed that 
met the mandatory order of silence, incorporated 
dance, and as such was similar to the Roman panto
mime; but its use of stock characters, lazzi, acro
batics, and general spirit of merriment resembled 
much more the Greek and Roman mime and the Commed
ia. At this point the terms mime and pantomime 
come to be used interchangeably, and, indeed, the 
form created out of political necessity is a compo
site of the two.68 

The nineteenth century began to see a new era of mime 

performance develop. The mime was once again popular, and 

it began to resemble the mime we know today. The new French 

style of mime known as "la pantomime blanche (for the white 

facial makeup of the zany)"^^ came to be the most popular; 
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and, with it, French mime became the dominant form throughout 

the world even today. 

In France, during the beginning of the eighteen 
hundreds, a mime developed who is still a great 
influence today. Perhaps you have seen the French 
film which is a fictional biography of him, called 
Les Enfants du Paradis ("Children of Paradise"). 
His name was Jean Gaspard Batiste Debureau, and his 
theatre was called The Funambules. Debureau chang
ed mime from slapstick to theatre: he did stories 
with plots, with character interaction, with con
temporary meaning. He chose to play the character 
of Pierrot, instead of the traditional leading-man. 
Harlequin, and his theatre was successful until the 
early 1840s. After Debureau's time, mime in Europe 
became a secondary art form, although it survived 
as part of an actor's training, and occasional 
mimes were found doing performances in theatres and 
night clubs."'o 

Mime began to thrive and take on a life of its own, but 

it was not until Etienne Decroux entered the picture that 

mime truly emerged into the separate art form that it is 

today. Etienne Decroux is considered to be the father of 

modern mime. 

One thing is certain: the modern renaissance of 
mime began when Etienne Decroux proclaimed mime an 
autonomous art, independent of dance, theater, or 
any other form, and set out to establish an inde
pendent body of theory and technique. A new era 
of mime was launched.^i 

Etienne Decroux began a legacy of mime artists who 

raised mime to new heights, and it eventually became an 

American fascination as well. Decroux was not considered to 

be a great performer in his own right, but his students, 

Jean-Louis Barrault and Marcel Marceau, carried out his 

legacy with the greatest of style. 
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The basic difference in the performances of these 
three men is this: Decroux, in performance, shows 
the technique. . . . You become engrossed in the 
skill of physical movement, the perfection of each 
gesture; but you do tend to forget the story . . . 
Barrault does stories in mime, and his work is dir
ectly related to that of Debureau . . . He uses 
several characters in his stories, and generally 
does period pieces. Marceau is . . . the greatest 
mime in the world at doing his particular thing, 
which is--Showing How a Man Does Things. . . . His 
eye for the foibles of human behavior is brilliant, 
and the nuances he captures ring with a universal 
truth that has never failed to capture his audienc
es in any country. Most of the other mimes . . . 
use Marceau's technique.72 

The development of mime does not end with these individ

ual performers. New styles continue to emerge even though 

most of them are based upon either Decroux, Barrault, 

Marceau, or any combination of the three. The advent of film 

saw a new resurgence of mime and perhaps did more to boost 

its popularity than any single element. The silent films de

manded a very physical style of acting because there had to 

be something to rival the "sound" of staged plays. Music was 

played in the background, but this medium was not strong 

enough to counter the lack of the spoken word. Thus, a new 

breed of performer was born: the film mime. The stunts 

performed, and the overall mime technique of these film 

actors not only popularized film, but re-introduced the art 

of mime to a great number of audience members. The physical 

antics of the "silent clowns" became more entertaining than 

staged plays, and many comedians continued to incorporate 

mime even when the "talkies" were introduced. 
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I must, of course, mention the great mimes of film: 
Chaplin, who influenced Marceau tremendously, Keat-
on, W. C. Fields, Stan Laurel, Harpo Marx, Harold 
Lloyd, and others. They found their techniques 
through necessity, but all tended to adhere in
stinctively to the mime technique obligations. 
Many contemporary comedians are natural mimes, like 
Red Skelton, who has carried it further than anyone 
today, Jerry Lewis, Sid Caesar, Adam Keefe, Zero 
Mostel, Dick Van Dyke, George Hopkins, Frank Gor-
shin, Richie Pryor, Jackie Gleason, Lucille Ball, 
Jonathan Winters, Flip Wilson, Guy Marks, and most 
of the impressionists, like Rich Little, Dave Frye, 
and George Kirby. And finally, there have been 
dancers, like Mata and Hari, Agna Enters, and oth
ers, who found mime as an offshoot of dance. Mime 
seems to be spreading today, probably mostly be
cause of the television appearances of Marceau. 
Hopefully, this trend will continue."^ 3 

"Pantomimes--as our forefathers knew them--have become 

a thing of the past . . ."7* Mime is continually searching 

for its place in a world that can no longer define it. Mime 

has a rich historical past, and, like theatre, it has seen 

good and bad days. The fact that physical expression still 

and always will remain the best and most universal language 

insures mime's place in the history books of the future. 

One need not be a great scholar of dramatic his
tory, nor a member of a good company to be a good 
actor. The history of pantomime proves better than 
any other means we have, that great acting is nat
ive in each individual, dependent upon his power of 
observation and ability to portray such observa
tions to an audience. Emotions which have been ex
perienced by a race, never die in the subsequent 
individual, though many remain dormant until a par
ticular situation calls them to life. Pantomime is 
used equally well for tragedy, as for comedy. Pan
tomime is man's greatest power for thought trans
mission and is the foundation upon which all drama 
is based.•'s 

Mime will continue to speak to each generation even if 

the written language becomes more obscure and man's vocal 
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chords become inoperative. Until the day that the body is 

unable to move, there will be expression and communication 

through the art of mime. 

Mime is ultimately the direct expression of the 
artist through the medium of his own body. It is 
the connecting link between the arts of drama and 
dancing, between the rhythms of music, speech and 
movement, the link between historical knowledge and 
vital understanding of humanity. It is the clue to 
the connexion between mental and physical develop
ment and the power of personality in expression. 
Also mime has a technique which is as old as that 
of any other art, and yet has none of the artific
ialities which have crept into some. It is the art 
of the philosopher and the psychologist, and the 
natural expression of the poet and of the child.76 

Mime explores the psyche of the individual, not only as 

a performer, but as a link to the past and a pathway to the 

future. The bountiful birthright of mime grants a glorious 

future for an art form that is as old as art itself. Whether 

one knows or even understands mime's precious past, one thing 

is certain: mime will one day find its mark--the mark of 

excellence. 
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CHAPTER III 

THE EMPLOYMENT OF THE EXERCISE 

tti Freedom is not what you like, it is what you want; but 

you cannot have freedom to express yourself until you have 

discipline."i 

The word "exercise" causes trepidation in the average 

student, but it should be a familiar word for the acting stu

dent. Disciplining the body is of primary interest in act

ing, dancing, acrobatics, etc. Before performing all of 

these skills, artists must stretch their bodies and warm up 

their muscles to gain suppleness and flexibility. Once the 

warm-up process is completed, the artist is better focused, 

both physically and mentally. 

The mime artist is no different than any other perform

ing artist except that his "exercises" are developed for even 

more focus and flexibility. Strength and isolation of each 

part of the body is very important for the mime. The actor 

benefits greatly from learning mime exercises because he can 

control his body even more. 

In mime, the body is divided into five parts: head, 

neck, chest, waist, and pelvis. In addition, the arms 

and legs are divided into separate parts: upper arm and 

thigh, elbow and knee, forearm and calf, foot and hand, and 

45 
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toes and fingers. Each of these divisions requires separate 

exercises to gain the utmost strength and flexibility. The 

body must be thought of as being made up of several individu

al parts that are put together to make a complete instrument. 

This portion of the study will examine each individual 

part of the physical instrument and discuss various exercises 

to gain control over each part. The "technique" of mime will 

be dissected through the employment of these exercises. They 

will also give a greater insight into the makeup of the body 

and the expressiveness of isolated movement. 

The mime uses his entire body for his expression; he may 

not move each muscle or each limb at the same time, but even

tually his entire body is in action. Before looking at the 

exercises that tune the body, it is important to understand 

the way a mime moves his body in relation to the danper and 

the actor. The dancer thinks in terms of space, while the 

mime does not need space to create an illusory world. The 

actor thinks in terms of gesture to complete his words. The 

mime has no words to complement gesture. He speaks with the 

full force of his body, and this silence is louder than the 

actor's words. 

It is relatively easy to understand that the mime does 

not speak, but he moves in silence. Space is more confusing. 

Who says movement thinks in terms of space. The 
stage is a place where space changes nature, size 
and architecture according to the body occupying 
it; without a body in motion, the stage would be a 
desert. . . . Movement of translation (by which a 
body is transferred from one point to another) is 
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not his endowment. The mime rejects it . . . With 
appropriate images, and through the method of simu
lation, the mime condenses space as he condenses 
time. It is this scorn for the movement of trans
lation which gives us the impression that the mime 
is an octopus, a tree, or a shell. He could por
tray the universe in two square feet. In a pinch, 
an actor would make the best of it to read prose, 
to recite a poem. A ballerina would not think of 
dancing without adequate space at her disposal.2 

Often, the beginning mime student thinks that space is 

not at all important in expression, and he will stay in one 

spot--unmoving and unyielding. The dancer thinks of open 

spaces that he will fill with his body in movement. The mime 

should think of space as an obstacle to be conquered on his 

way to complete expression. 

To me, the air is a solid, but an elastic solid, 
comparable to the clay prepared by the modeler be
fore he begins his work. It is a resilient medium, 
on which I can imprint my meaning; and beyond that, 
it has curious electric properties--it carries the 
intention of this imprint outward, in a kind of 
telegraphic code . . . When I . . . make a gesture 
--any movement, even a glance or a smile--I have a 
tactile sense of its engraving an indelible imprint 
on the air, no matter how fleeting the impulse 
which sends it forth.3 

This "struggle" implies that a great deal of strength is 

required to create illusions. Physical "strength" is not the 

only requirement for the mime performer. 

On the physical side it is necessary to obtain . . 
1. Physical Fitness.--In order that the physique 

may be 'in tune' and ready to be played upon. And 
in order to maintain a neutral physique in which no 
personal idiosyncrasies intrude to blur the picture 
which the artist wishes to create. 2. Muscular 
Control.--In order that the physique may answer di
rectly to the brain impulses. 3. Nervous Sensi
tiveness . --So that the physique may feel emotion
ally and instinctively of itself and not merely be 
moved mechanically by the brain. 4. Physical 
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Alertness.--In order that the physique may answer 
quickly, directly and accurately to the brain im
pulse. * 

The mime must work each part of his body to obtain these 

objectives. A great deal of care, discipline, and focus must 

be heaped upon the body to allow it to obtain these goals. 

The "exercise" is the best way to permit the body to operate 

in such an efficient way. 

The Body 

The primary focus of the body is the ability to isolate 

each of the five primary parts: the head, neck, chest, 

waist, and pelvis. The ability to dissect each of these 

parts gives the actor the ability to offer more subtle 

characterizations. A simple twist of the head can say more 

about the inner workings of a character's thoughts than a 

thousand words. The ability to "break the body up" provides 

fine tuning for the actor. 

The body is the most expressive instrument in the 
realm of art, differing from most instruments, in 
that it has an animation of its own. . . . Most 
actors have some bodily imperfection that has to be 
minimized in playing a part; they learn how to mag
nify strengths to obtain dramatic powers. They use 
an everchanging body with conscious ability but, 
what is significant, like the musician, they learn 
how to use their instrument. The body is an in
strument which is bound up with habits, good and 
bad, reflex actions which respond to situations de
spite desire or location . . . Man, the artist, 
expresses his inner self only by the external evi
dences of his physical body. Man, the actor, must 
train that body, so that others may understand what 
the artist wishes actually to portray.5 
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The main exercise for accomplishing clean isolations of 

each body part is to perform a series of vertical and 

horizontal dissections. Horizontal dissections are achieved 

by turning the head, neck, chest and waist from side to side, 

while vertical dissections include the pelvis. The pelvis 

cannot be dissected horizontally because the legs prevent the 

pelvic bone from twisting on the spinal axis without moving 

both the legs and the rest of the body, thus defeating the 

purpose of trying to "isolate" the various parts. 

All isolations start with the vertebrae perfectly 

"stacked" and the spine aligned as if there is a line pulling 

it up in a straight position, with the head sitting on top of 

this "line." When the body parts are dissected, they move in 

a direction away from this alignment. 

In order to isolate the various parts of the body, 
we must find a position from which to operate, one 
that signifies nothing in itself. As a neutral po
sition, it should "say" nothing, either about our 
physical or our psychological attitude. . . . It 
consists of standing perfectly straight and immo
bile. By straight, I mean that each part of the 
body rests, well centered, on the part which sup
ports it. By immobile, I mean that the body is 
motionless.6 

Once the alignment of the spine is achieved, it is 

possible to begin separating the various parts of the body in 

either a vertical or horizontal direction away from the 

straight alignment. The alignment of the spine is the norm 

from which all other movements are measured. 

. assuming that we can now stand straight and 
motionless, the next step is to move one element of 
the body without moving any other part. In other 
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words, we are going to isolate one part from the 
rest of the body. This may sound simple and easy. 
It is simple, but not easy. The body is not used 
to staying still. The difficulty in the isolation 
exercises resides in the basic continuity between 
the moving part and the rest of the body; when one 
part moves, the parts that surround it naturally 
wish to move. In fact, it is relatively easy to 
move most segments of the body; we shall find that 
it is more difficult not to move. As a measure of 
success in these exercises, look carefully at what 
you are not moving. How well can you keep your 
body immobile while moving only one part?7 

The head is the first segment of the body on which to 

concentrate. It is important here to separate the face and 

all its expressions from the mass of the head. The head 

contains the face, but facial expressions should not be taken 

into account when analyzing the expression and movement of 

the entire head. The face is a different study altogether 

and has its own method of expression. 

There is no need to emphasize the importance of the 
head. We have come to believe that all emotions 
and feelings radiate out from it. Certainly the 
head and its brain have come to symbolize intelli
gence and authority--and power itself. . . . It is 
worth remembering that of all our extremities, the 
head is often the most exposed.^ 

The head is often considered to be the most important 

element of expression besides the hands and arms. Because it 

contains the face, it is considered even more important for 

the performer. "For study purposes, the head conveniently 

divides itself; the head proper, taken as a unit, and the 

face as we see it with the brows, eyelids, eyes, nose, 

cheeks, and mouth."^ Actors must realize that the head has 

expression of its own, and they must not rely on the face to 
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tell the whole story. It is easier for an audience member on 

the back row of a large auditorium to see a tilt of the head 

than a smile or frown, no matter how many teeth are showing. 

The reason is simple. The face is a flat surface while the 

head has the ability to move in space. One can nod "yes" and 

invade space with the head, but a smile is usually unnotice-

able under bright lights since the mouth often blends in with 

the rest of the flat surface of the face. It is more prudent 

for the actor--although he should never deny facial expres

sion and should in fact strive for as much facial expression 

as possible--to focus primarily on the body and let the face 

support what the body is saying. Any words spoken are merely 

a support for the body and the face. 

The head is the only agent of the body which does 
not change its shape in expression. It is purely 
an agent of attitude. . . . Inasmuch as the head is 
unable to change its shape, as can the face, the 
brow, the mouth, the hands, etc., we are primarily 
concerned with its positions. . . . The head is 
primarily an agent of expression depending upon at
titude or position. Being in such a conspicuous 
place, it must be thoroughly trained for best re
sults in dramatic expression.lo 

There are four vertical positions for the head and two 

horizontal positions outside the aligned position. The head 

must be continually worked to keep the head isolations from 

becoming head and neck isolations. The neck is merely an 

extension of the head along the spinal axis, but it must be 

worked separately from the head. There are an equal number 

of vertical and horizontal neck dissections; thus, it is easy 

to include the neck while dissecting the head. This process 
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is to be avoided so as to reach the maximum expression of the 

body through separate dissections. 

The vertical movements of the head include an inclina

tion to the right and left, forward, and backward. The hori

zontal movements are to 45 degree angles both right and left 

from the aligned frontal position. The aim of each of these 

dissections is to be able to "clic" the head (as with all the 

other parts of the body when doing dissections) into position 

so as to punctuate the movement and accentuate the dissec

tion. 

. . . the immobile body gathers up pressure to the 
point of tension and then it moves, in much the 
same way that a coiled spring stores energy before 
the release. This instant of release is the clic, 
a physical accent that marks the body's passage 
from immobility into movement. Slightly less ap
parent but no less true, the clic is also the mo
ment when the body turns from movement back into 
immobility. . . . When it is missing, one notes 
that something is wrong. Like punctuation, it is 
most noticeable when absent. Beginnings seem less 
crisp; stops are less sharp. Somehow a performance 
is less "readable." The mime who does not weave 
the clic into the basic structure of his movements 
may well discover that he has lost a crucial clari
ty. The clic is often the difference between a 
movement that is merely comprehensible and one that 
is distinctly credible.ii 

The normal observer does not even notice the subtle 

changes that the head undergoes in terms of emotional and 

mental response through the course of a single conversation. 

The most universal movement of the entire body is the nod, 

meaning "yes," and the shaking from side to side, meaning 

"no." The mime must be aware of his body language and what 

each part of the body says by itself. The head usually gives 
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away more in terms of thinking or feeling than any other part 

of the body. 

. . . the vertical line of head movement or posi
tion reveals what a person thinks in terms of him
self, just as his head moving from or towards an 
object proves that the horizontal movements of the 
head show what man thinks in terms of the object. 
. . . The head is one of our best agents to reveal 
thoughts of agreement and disagreement, just as it 
is the best agent to reveal what we think of our
selves . 1 2 

The head is often the most neglected, and, ironically, 

the most obvious portion of the body. It shows markedly, 

when it gives mixed signals, or it leads the rest of the body 

with dignity and grace if it is trained to do so. The head 

is the first element of the body to show shame when it drops, 

and it shows the highest level of pride when held erect. 

"Every emotion varies the poise of the head."i 3 The head is 

responsible for translating the thoughts of a character and 

the poise of the head changes the silhouette of the body, 

just as the physical mask changes the facial features of 

the character. Thus, exercising the head through isolations 

helps the actor to gain flexibility, strength, control, and 

poise. These attributes give clean characterizations and a 

vast variety of subtleties from which the actor may chose. 

The neck is the next part of the body to be isolated. 

The neck appears to have no real life of its own; it is 

merely a joint that helps to sublimate the head. Despite 

this seemingly unimportant task, the neck is crucial in fur

thering subtleties of characterization. 
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We have to consider the movements of the neck as a 
means of placing the head in such a position as to 
balance the whole pose; to make the face visible to 
the audience; to direct the line of sight of the 
performer in accordance with his thought; and to 
carry the head following changes of character, cos
tume and environment.!* 

Mime exercises for isolating the neck take the same form 

as the head exercises. The neck moves vertically to both 

sides and forward and backward. It moves horizontally in two 

directions--left and right. The neck must be extended 

further than the head on all these dissections or one is not 

achieving clean dissections. The horizontal neck dissections 

must pull the chin directly over the shoulders. The vertical 

dissections must stretch the neck as far as possible trying 

to touch the chin to the chest, the back of the head to 

the back, or the ears to the shoulders without moving any 

other part of the body. The head naturally moves with the 

neck because the two are inseparable, but the neck must 

stretch beyond the limits of the head's mere "tilts. II 

The grace of the neck is what we mean by carriage. 
It indicates the harmony and stability of the en
tire upper part of the body. Since the neck rests 
at the beginning of the spinal column, its influ
ence is felt well down into the hips.i5 

The neck extends the emotional impact of the head. It 

is responsible for adding "stylization" to most mimes. To 

merely listen to a pretend sound or look at something that is 

far away, the head cocks to the side or looks in the direc

tion toward the sight or sound. This movement verges on 
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pantomime. To extend the action into the realm of mime, one 

must use the neck as if it is a crane. The neck shows 

distance by dissecting with the head or even by itself as if 

straining to hear or see something. Simply cocking the head 

to see is not enough to stimulate interest in mime; the 

action must be larger than life. The neck is a key tool in 

punching up the expression of the head. 

The torso is the next area of focus. The torso, for 

this study, includes the chest, the waist, and the pelvis or 

the hips. This portion of the body probably gets the least 

amount of attention in most actor training. 

The trunk or torso of man is the least visible of 
all his agents in the use of expression. Most 
people keep the face uncovered at all times. As 
civilization develops and suffrage is made equal, 
this is becoming universally true. Bare feet and 
arms have been generally accepted, but the torso 
has been usually ccvered in civilized races.i6 

The torso appears to be one of the least important areas 

of expression for the body, but the tool of the mime is the 

entire body. 

The trunk is perhaps the most important part of the 
body. It is our center. What we do with our arms 
and our legs, and even our head and neck, depends 
upon how well we can manage our trunk. Physical 
acts spring from the trunk; emotions are often most 
deeply reflected there. When the trunk is not well 
used, the motion of an extremity will seem less 
real, less full of power. It is there that we dis
cover the source of both the physical and the emo
tional energy that the body is capable of.i^ 

The entire torso must be used in combination with or 

even separately from the arms, legs, head and neck. Because 

the trunk is the center of the body and is larger in mass 
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than any other part, it appears to be more difficult to move. 

The fact that the torso is so massive makes it imperative for 

it to be well trained in terms of movement because it is the 

most noticeable part of the entire body from a distance. To 

see the torso move properly or with grace is to assume that 

the head, arms and legs will follow along. 

It is therefore necessary to train the torso, to
gether with the other parts of the body, to simu
late the correct expressive appearance. This is 
not easy because the heart and lungs are encased in 
what is, at first appearance, an almost immobile 
part of the body. Nevertheless, the torso is cap
able of some movement in itself.18 

The first portion of the torso is the chest; the waist 

and hips or pelvis follow. "The chest, for instance, is a 

bit less able to translate movement into total energy, while, 

at the other extreme, the waist and hips are less able to 

register sentiments and sensibilities."i ̂  

Much emphasis is placed on the postures of the chest. 

The military demands "chest out," while feelings of guilt and 

heartbreak cause the chest to sink. 

Perhaps the reason the chest registers emotions as 
well as it does is that it is the seat of the two 
organs we are most supremely conscious of--our 
heart and our lungs. . . . For the mime, the chest 
is much more dynamic. What matters is not its 
shape but its mobility and all that this mobility 
represents. It is the witness of our sentiment, 
and of our sentimentality too.20 

The chest is also the base from which the head, neck, 

and arms move. The chest is the apex of the most expres

sive triangle of the body; it must not fall short under 

the pressure of such a focal position. "Because of the 
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importance of the head on the neck and the arms from the 

shoulders, the upper chest receives a major importance in 

many of our gestures. It should be accordingly honored."21 

The torso's expressive powers do not end with the chest; 

the waist is one of the fulcrums from which all other spinal 

movement emanates. The waist cuts the body in half, and, 

therefore, the eyes often look to the abdomen as the true 

birthplace of strength and energy. 

As the center of gravity is lowered, we find that 
physical energy--the merely mechanical--becomes 
more powerful, even more sensual. In fact, as emo
tions are registered farther down on the trunk, 
they become less refined, more raw. The trunk is 
moved at the waist, and the waistline is the hinge. 
This hinge serves to multiply the effect of a phys
ical action. Like a lever, it provides our body 
with a mechanical advantage. Used by itself, the 
waist adds a degree of strength, although more lim
ited than if the hips were also used.22 

The pelvis (hips) is used primarily as an agent of 

motion. Because the legs are connected to the body at the 

hips, the pelvis becomes the locomotion center. The hips, in 

conjunction with the waist, give strength to all motions--

walking, pushing or squatting. The pelvic region also pro

vides grace to motion if it is properly extended. It pro

vides either speed or sensuality in actions. Once speed in 

walking is employed, for example, the hips lose their side to 

side motion and consequently become less sensuous. The 

reverse is also true--slower motion enables more sensuality. 

. . . as the center of gravity for an act takes in 
more of the hips, the act itself comes to seem more 
basically physical, instead of only mechanical. 
There is a difference we are all aware of between 
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the physical as a mechanical act and the physical 
as a sensuous, almost sexual expression of pres
ence . 2 3 

The pelvis, the waist, and the chest are all a part of 

the largest mass of the human body. They must work in con

junction with one another to keep from crossing signals. The 

actor must learn that his torso is "his friend" and that he 

can use it as well as his arms and face. With concentration 

and a sense of what the body is capable of saying and doing, 

the actor will eventually be able to use his entire body in 

an effort to seem more "natural" on stage. The entire body 

is employed daily, and emotions are recorded all over it--not 

just the face and hands. The actor must be aware of this 

state of being and not avoid using the tool on stage that he 

uses unconsciously every day. 

The torso, being affective by nature, best shows 
likes and dislikes. When we turn the body from a 
person it is our best means of revealing some form 
of dislike, even though we still look at the per
son. This must not be forgotten on the stage. So 
many actors expect to express all their thoughts 
with their heads and hands. The torso is the domi
nant affective or volitional agent of expression.2 * 

Each of the torso's parts--chest, waist and pelvis--

deserve special attention since each element is an expressive 

part of a whole. Each of these parts must be dissected like 

the head and neck. The chest and waist can be dissected 

vertically to both sides and to the front and back, as well 

as horizontally from side to side. This combination of 

horizontal dissections is the hardest to master. It is 

difficult to move the chest without moving the waist and the 
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waist without moving the pelvis. When one portion of the 

body is being isolated, the others must remain perfectly 

neutral and aligned. 

The pelvis differs from both the chest and the waist in 

that it cannot actually be dissected horizontally because of 

the legs; and when it is dissected vertically, it can only 

move in one of two ways: to the right or to the left. 

Vertical pelvic dissections are accomplished by keeping both 

knees straight until the pelvis is to be dissected; then 

one knee is bent to pop the pelvis out of its neutral 

position. If the dissections are to the left, the left knee 

is bent; the right knee is bent to dissect the right pelvis 

during right sided dissections. Frontal and backward 

dissections can be accomplished by merely chosing one or the 

other^knee to be bent while the entire body is dissected 

forward or backward as if one is imitating a marionette. 

Backward dissections can cause problems because the knees are 

usually bent as the waist is dissected. The knee must be 

really popped out of position in a further bend than the 

other knee. 

These dissections conclude the "set" of dissections 

which are usually done in succession. Frontal vertical 

dissections start with the head and move downward to the 

pelvis, and the same holds true for each of the other 

directions. Horizontal dissections are usually practiced in 

pairs: head/neck and waist/pelvis. 
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The body as unit, from the head to the pelvis, must be 

explored in terms of its relation to the other parts of the 

body, but also in terms of its singularity. The mime works 

in specifics. He knows how to use one segment of the body to 

tell his story or to create his illusion. The rest of the 

body remains at rest until called upon to work with the same 

grace, strength, and clarity as the parts before it. The 

"isolation" or "dissection" exercise is the quickest way to 

retrain the body in working for "singularity of action." 

This process not only trains the body, but also the mind. 

The performer begins to think in terms of expedience and 

conservation of energy. These exercises also give the 

performer a new and important awareness of his own body. 

The Arms 

The arms in acting and mime are considered to be the 

most expressive agents of the entire body besides the face. 

The arms as a unit are considered to be the "expressers" in 

mime, but they must be tempered by the strength of the chest. 

When the isolated movement of the chest is a-
chieved, the chest is used as the impulse-source 
for moving the arms: the chest is tilted, the en
ergy-flow extends down the arm, moving it like a 
lever, and then reaches the hand. Later the im
pulse may originate in the pelvis, flow to the 
chest, and finally motivate the arm movement.2 5 

The problems associated with gesturing in acting make it 

ironic that the part of the body used most frequently which 

is most vital to everyday communication (outside of the 

voice) is the most obtrusive, obnoxious and loathsome 
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hindrance on stage. "What do I do with my hands?" "Are 

my gestures clean and clear?" Not only beginning actors, 

but also the most astute performers ask these questions. 

"Our inability to use our arms well may spring exactly from 

this: they are invaders: they expose our intentions at the 

same time they penetrate other people's space. . . . Hence 

our arms make us vulnerable, and we are awkward with 

them."26 

The "gesture" of the mime is not to be confused with the 

gesture of indication. The mime speaks with his entire body-

-the arms simply extend the "words" of the mime beyond the 

torso. These words must be visual in nature. The gesture of 

the mime must use the arms as the speaker uses the vocal 

mechanism. 

The 'words' of gesture are not many, but their 
variety and inflection are infinite. The mime must 
use this gesture, not as some strange language, 
learnt with difficulty and delivered with care, but 
as if he knew no other way to speak the urgent mes
sage of his mind and heart.27 

In considering gesture as 'speech in movement' we 
must remember that the point of view of the audi
ence is visual, and not aural. Every actor seeks, 
first and foremost, to be audible to his audience, 
no matter how big the theatre in which he speaks. 
Every speaker seeks to sway his public by the em
phasis of his words, and the sincerity of his in
flection; every story-teller keeps a child's inter
est by the simplicity and vividness of his speech. 
The mime must, by some means, combine all these in 
his gesture. The audibility of the actor becomes 
clarity of movement; the emphasis of tone in the 
speaker becomes attack and sustaining power in the 
mime. Inflection must be in every movement as it 
is in every spoken phrase. The simple and vivid 
point of view of the story-teller must lie behind 
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every gesture of the mime. And so we understand 
from the outset that gesture is not 'posturing,' 
but speech. Words spoken from the heart and the 
brain, interpreted by the gesture apparatus.2 8 

The arms have the greatest power of communication next 

to the face. "The smaller the part of the body, the greater 

its power of projection."2« With such power, the arms are 

too often neglected and misused. 

To create the invisible walls of the space around 
him and the objects in that space, the mime must 
use his arms and his hands. Although this part of 
the body is the most flexible and free in what it 
can do--its joints are supple and multi-directional 
--it is often the most poorly used part of the 
body. . . . when we stand still, our legs are still 
at work, restlessly balancing us, but our arms sim
ply hang or fold tightly across our chest.3o 

The various parts of the arm are as extensive as the 

parts of the trunk or torso, even though the arm and its 

joints are more flexible than the torso. 

The arm is divided into three physiognomic groups: 
the upper arm, the forearm, and the hand. The up
per arm is the great power agent, the forearm is 
the dominant agent for showing the affective rela
tions, and the hand is the great thought revealer 
of the arm.3 1 

The three primary parts of the arm are connected by three 

joints which are in reality the most expressive parts of the 

arm, for they are the creators of movement. The joints of 

the arm--the shoulder, elbow, and wrist--dictate direction, 

fluidity and grace. The bones in between merely follow suit 

and give strength, with the exception of the hand. Because 

the hand is made up of several joints in the fingers, it is 

even more expressive than the other parts of the arm. It 
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gives the polish and the subtle finishing touches to the 

gesture. The joints of the fingers are even more expressive 

than the other joints of the arm because there is less in

flexible "space" in between each of the joints of the finger. 

The hand, therefore, moves with more grace and fluidity than 

the rest of the arm. 

It is not plausible to speak of the expression of the 

forearm or upper arm because they have no movement outside 

the pathway led by either the shoulder or elbow. To talk of 

arm movement is to talk of joint movement. 

Robert Courneidge used to counsel his actors thus: 
"If you have anything to say, do not say it from 
the wrist or elbow, but from the shoulder." This 
is perhaps the best explanation of the impression 
that an artist must make with his whole arm move
ment. . . . it is only when the movement appears to 
travel directly through from shoulder to elbow, 
wrist and finger-tips that the gesture can make its 
effect.32 

The shoulder, like the chest of the torso, connects all 

the other components of its followers: upper arm, elbow, 

etc. The shoulder leads the rest of the arm and can provide 

expression through its own limited movement. One can shrug 

his shoulders in indifference or an admission of ignorance. 

The shoulder can also hide the neck within its base for 

extreme characterizations or to say, "Don't hit me!" 

Because the shoulder is the first joint between the 
center of our body and the arms, it takes on an im
portant function. It is critical to expressing and 
releasing emotions as well as making physical acts 
possible. Taken together, the shoulders develop, 
accelerate, and magnify our meanings; but the 
shoulders can also be used to undercut or deflate 
our emotional involvement.33 
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The shoulder acts as the base of the expressive unit of 

the arm, but the shoulders can only be flexed through 

movement of the arm. In the training process, the arms are 

responsible for stretching and extending the shoulders. In 

this respect, the shoulders and arms coexist in a compliment

ary relationship--one leads movement while the other lends 

flexibility. It is most important to remember that, despite 

this relationship, the way the shoulders are held or carried 

often says more in terms of character than the rest of the 

arm because it is usually held limp in characterization 

while the shoulders are pulled back, up or forward. 

The shoulders have in themselves great value, ex
pressively and in characterization, . . . while al1 
gesture, whether hand, wrist, or elbow, must be 
carried from the shoulder. It is at the shoulder 
that all gesture joins on to the body. The rela
tionship of the gesture line to the poise of the 
whole physique is governed largely by the carriage 
of the shoulders.3^ 

The upper arm follows the shoulder and in turn the fore

arm follows the elbow. As the joints of the arm move down

ward towards the hand joint, they become more flexible 

because there are more areas of movement--the wrist moves the 

forearm and the hand with all of its multiple joints, whereas 

the elbow only moves the forearm and upper arm which are two 

solid segments. 

The elbow allows us to orchestrate our arms; be
cause of it our arms can describe quite elaborate 
curves in the air. The elbow is a subtle joint. 
Besides giving our arms flexibility, it provides us 
with a way of carving out space for ourself. In a 
crowd, we use our elbows to wedge our way through, 
to create and carry about a little portable (and 



65 

invisible) domain. . . . Like the shoulder, the el
bow develops meaning. . . . the less amplitude the 
arms have . . . the fewer emotions we can express 
and the more puny and pathetic we seem to be.35 

•<f 'The importance of elbow movement lies in the fact that 

all gestures made from the elbow are strong in meaning, em

phasis and occupation . . ."3 6 Although gestures from the 

elbow are strong, gestures from the shoulder are even strong

er. Gestures from the wrist are the weakest of all. 

"The connexion between elbow gesture and its finish in 

the hand depends upon the flexibility and control of the 

wrist. The precision of hand gesture is governed by the 

movement of the wrist."37 The wrist is the most flexible 

joint in the body in terms of its rotary movement. Because 

it is so small, it is very supple. "From the elbow every 

movement must pass through the wrist, which plays an impor

tant part in the definition of a gesture. It can move up and 

down, sideways and rotate."3 8 

Despite the world of movement that the wrist provides 

for the arm, it is difficult to separate it from the hand and 

its infinite variety of movement. The wrist does not move 

the arm, but the hand. The elbow moves the forearm while the 

shoulder is in charge of the entire parade from the upper arm 

down to the hand. Gravity pulls the arm down, and, conse

quently, the section of the arm closest to the ground is 

moved by the joint just above it. The wrist and hand move 

simultaneously. "Together the joints of the wrist and hands 

are the most supple in the whole body."39 
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It must be realized that it is almost impossible 
to separate the study of the hand from the move
ments of the wrist, seeing that it is by wrist 
movement that the various changes of hand position 
are accomplished.*o 

The hands and fingers are the last area of study in 

terms of the arm and its components. The hands are the most 

intricate part of our body, especially considering they 

contain more bones than any single part of the human body 

except the feet. The hands are also the most intriguing seg 

ment of the body. 

With our hands we feel pleasure and make it--in a 
primary way; and with our hands we often feel the 
first sensations of pain . . . it is through them 
that we are first able to become familiar and in
timate with others. We shake their hands; we hold 
their hands; and we stroke their arms. We are al
lowed a public intimacy with our hands that is not 
allowed other parts of the body. They are the way 
we begin to make overtures, openly contact and con
nect with others.*! 

Every element of human life is displayed on the hands--

work, play, pain and pleasure. Lives are enriched through 

the experiences of the hands and fingers. 

Undeniably, the hands are the most capable parts of 
bodies. With them we do our daily work in its most 
practical form. Despite the advent of machinery, 
millions of people daily earn their livings by the 
use of their hands. We speak, we work, we pray 
with our hands. What wonder, then, that our indi
vidual lives are written upon our hands, as upon 
our faces?*2 

»» 4.U^ ^ »» The hand does more than merely "touch" things 

it is not only that we can touch with our hands: our hands 

provide us with our sense of touch. They give us the 

palpable feel of our world."*3 The sensations we feel; the 
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thoughts we think; our desires and our fears are manifested 

through our hands. "Our moods are revealed, our emotions 

materialized."** 

The mime's hands are his treasure chest. A thousand 

characterizations and a million actions are created and com

pleted with the hands. 

The hand is, next to the face, probably the most 
important part of the physique to the mime; the 
most rich in possible varieties of expression, the 
most sensitive in receiving impressions from with
out, and in giving out thought and change of 
thought. . . . Every change of emotion in any char
acter is, next to the eyes, most noticeable in the 
hand.* 5 

The hand not only displays a world of emotion; it 

elucidates mental activity. People work with their hands; 

they feel with their hands; but, also, they "think" with 

their hands. 

The Hand is one of man's most powerful agents of 
expression. While it is the great doer of man's 
desires, it is primarily the mental agent of the 
arm. With the hand we indicate, classify, mold, 
describe, and other such purely mental activities. 
. . . The hand is the great indicator of the arm. 
It is to the arm, what the eyeball is to the 
face.* 6 

In studying the hands for mime we need to think of 
them from several points of view: 

1. As the organs of silent speech. 
2. As the 'machinery' of every variety of occupa

tion. 
3. As indications of character. 

4. As a means of expressing emotion.*"^ 

Hands vary according to occupation--a surgeon's hands 

are more sensitive than a lumber jack's. They differ 

according to age--an old woman moves her hands slower and 
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with less certainty than a young girl does. Most often the 

effects of gender on the hands is forgotten. 

The obvious comparison to make is that between a 
man and a woman. It cannot be too strongly stres
sed that the difference between the male and female 
hand in natural emotional expression must always be 
marked. A woman's hand is much more sensitive and 
always tends to touch those parts of her body most 
affected when she is overcome by emotion. Her 
fingers seek her eyes, cheeks, throat, breast, and 
so on. A man, on the other hand, will often clench 
his fists, place them in his pockets or behind his 
back; or, if he allows them to enter into the ac
tion, he keeps his fingers straighter and stiller 
and uses his hands more emphatically. . . . A man's 
sensitive reactions seem to be centred more within 
himself and the mime must show this.*® 

The hand of the mime should be the voice of his 
soul. Whatever the artist conceives, that he must 
be able to tell out to the world through his hands. 
Nothing, however subtle, should be inarticulate. 
The hands of the mime are the tools of a master 
craftsman; they must be used with skill, with 
strength, with courage and determination. With 
them he must carve, paint, build or sing; with them 
he shall love, hate, despair and pray.*^ 

Though connected by the base of the hand, the fingers 

have a life of their own. Flexibility is the key to 

expression with the fingers. Subtle characterizations and 

fine tuning of emotional responses are accomplished through 

the pliability of the fingers. 

. . . sensitive movements of the fingers . . . add 
the final touch of expression to any type of ges
ture. . . . It is when the emotional movement is 
about to be completed that the artist must decide 
just how large or how little part the fingers will 
play, a decision depending largely on the emotion 
depicted. In the happy emotional movements, in ex
citement and in fear, the fingers naturally tend to 
be extremely active. . . . On the other hand, in 
expressing sorrowful emotions, the fingers, 
together with the hands often become insensitive 
because in real life the person's whole attention 
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becomes concentrated on his heart and lungs, for 
his physical apparatus has been shaken and exhaust
ed by his sobs and sighs.5o 

Together the hands and fingers finish the long 

physiognomy of gesture. "One could speak only with one's 

hands, and some people do."5i The shoulder, elbow and wrist 

join the forearm and upper arm in a partnership that promises 

expression and the manifestation of the world of gesture. 

"As W. B. Yeats has said, 'Art is art because it is not 

nature.' And finished gesture is art, the perfect art which 

conceals art while substituting technique for actuality."52 

Just as the dissection or isolation is the primary ex

ercise for the body, the arms must be dissected through a 

series of movements called "undulations." Undulations are 

the best means of accomplishing fluidity and consciousness of 

the joints of' the arms and hands. Each joint is effected by 

the incorporation of undulations in the regular exercise 

regiment. 

The primary undulations are full arm undulations to the 

sides and front, wrist undulations and hand undulations. 

Frontal arm undulations are often combined with leg squats to 

flex both the thighs and the entire arm. These are called 

the "chiffon" exercise. All the undulations are constructed 

to flex the joints in an attempt to not only smooth out, but 

extend the arm gesture. The "chiffon," and both frontal and 

side undulations work each joint with primary emphasis on the 
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elbow and wrist joints. These undulations are begun by the 

energy flow from the wrist, and they extend to the elbows. 

The energy flow and muscle contractions of arm undula

tions are never started from the shoulder, although the 

shoulder is needed to lift the arms. The flexed wrist always 

begins full arm undulations in pulling the arm upward. The 

elbow is not limp, but it is not rigid. On the way down, the 

arm is led by the elbow while the wrist rides down flexed. 

The goal is to make the arms look like they are in flight--

the arms are the wings of the mime on his flight to grace. 

Double, triple, and even quadruple undulations add to the 

beauty of the arm's flight. 

Double undulations merely stop at waist level, lower the 

flight, and raise the arms above the head. Triple undula

tions stop at waist level twice and then raise the arms, and 

so on. The idea behind full arm undulations is to coordinate 

the interaction between all the joints and how the parts of 

the arm follow suit. The hand does not exert energy in full 

arm undulations. The hand should stay partially limp and 

just follow the wrist in the upward and downward motions. 

As long as the hand is allowed to stay limp, it will look 

fluid and natural. If the hand is concentrated on too much, 

it will stiffen and begin to look like ping pong paddles. 

This is to be avoided at all costs. 

Wrist and hand undulations are just what their names 

imply: undulations designed explicitly but not exclusively 
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for the hand and wrist. Wrist undulations depend on the hand 

to provide the weight and energy needed to move the wrist. 

The hand merely moves back and forth, moving the wrist and 

isolating it from the forearm. The elbows should not be held 

stiff in this exercise, nor should they be allowed to move 

too fluidly in order to avoid involving the entire arm. 

Hand undulations are usually the most awkward. Once 

again, it is next to impossible to keep the wrist from moving 

while the hand and fingers are in motion, but one must strive 

for isolating the hand and fingers as much as possible. The 

fingers of the hand should move back and forth trying to 

isolate as many of the joints as possible. The action is 

almost a clenching motion, but it is led by the palm rather 

than the fingers themselves. The palm should be pushed out

wards with the fingers following. The fingers curl down and 

stack back up just as the vertebrae do in spine stacking 

exercises. The secret is to allow the palm to lead the 

motion and to keep the fingers energized but not stiff. Each 

joint of the fingers should flow smoothly down and up. 

Arm, wrist and hand undulation are crucial in mime ges

turing. Every mime, whether it is abstract or realistic 

incorporates the undulation. The arms must appear larger 

than life and very "stylized." Constant practice on these 

exercises insures fluid movement in gestures as well as sore 

shoulders for a few weeks. As the exercises work the kinks 

out of the undulations, the arms become stronger and more 
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supple. Undulations must be a constant part of the exercise 

schedule. Without them, the arm will appear stiff and 

unyielding. A little pain will bring bountiful grace. 

The Legs 

Ironically, the most neglected part of the body is the 

leg. The leg is the most overworked segment of the body and 

the most physically abused. One walks for hours in the mall, 

and the feet suffer the agonies of the entire weight of the 

body. One often bumps his legs on tables, bruises his knees, 

and stubs his toes. In return, the legs give strength, loco

motion, and height. This fact seems to be an unfair trade. 

In addition to standing on our legs, we think of 
them primarily as our means of getting from one 
place to another. Although we do move with them 
and stand on them, we also sit with them and lie 
down with them. For most of us, in fact, our legs 
are the most fretful part of the body. . . . Per
haps we use our legs as much as we do because we 
take them for granted. We rarely think about them. 
But the mime cannot forget his legs. He must learn 
to walk again on the stage. He must learn his con
nection to the ground in order to create the illu
sion of running, sliding, climbing, and even stand
ing . 5 3 

It is the mime's responsibility to retrain his thought 

process to include his legs. The mime creates illusions with 

his legs that can only be accomplished if he understands the 

importance of his "base"--the legs. 

The legs are the one part of the body that is in 
continuous contact with the physical world. The 
one "reality" the mime always touches is the floor 
he walks on. The fact that the legs make contact 
with the ground is a rather crucial matter. We are 
creatures of gravity, and our legs teach us over 
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and over again that we are earthbound and show us 
our humanness.5 4 

When man first began to walk the earth, he established 

dominance over the other animals of the world. Through his 

legs he asserted his superiority. 

When our animal forefathers first stood up on their 
hind legs, they had learned more than how to walk; 
they indicated their willingness and their need to 
defy the inertia of their universe. It is a defi
ance, though, that is at best tentative and limit
ed. 55 

Mankind accomplished more than the defiance of gravity 

when he took his first step. He experienced the birth of a 

new knowledge--a knowledge that beckoned him upward towards 

the sky so he could touch the stars. Man is born helpless, 

fragile, and ignorant. As he walks he learns. His mind 

grows upward to new heights in proportion to his vertical 

stance. Francois Delsarte states: "Mind activity, or 

intelligence, is expressed proportionately to narrowness of 

base."56 Man's base--his feet--is narrow in comparison to 

four-footed animals who have a base equal to the area between 

their four feet. The drunk begins to lose his balance and 

walk with a wider stance as his sensibilities decrease. 

The coarser characters in life stand with a broad
ened base; a gentleman stands erect. . . . A low 
type of intelligence can build a flat hut; a gen
eration of intellectual giants are responsible for 
skyscrapers. It is natural for intelligence to 
build up, accumulate, collect--hence the signifi
cance of vertical lines in gesture. It is natural 
for materials to be subjected to the law of gravi
ty, which tears down and spreads out. Hence the 
significance of horizontal gestures. This ever-
present struggle within man, to build up or be 
weighed down, is evident in his foot positions, and 
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in his major planes of gesture. Vertical lines 
affirm and build up; horizontal lines deny, tear 
down, and overthrow.57 

"The legs are important for the mime because they also 

allow him to express character and personality."58 Although 

the legs are primarily strength-oriented tools in mime, they 

are capable of much expression. The legs are mostly 

responsible for the creation of illusion in mime--walking, 

pushing, pulling, etc.--but through illusion comes 

expression. "We must begin . . . establishing a firm base 

upon which to place our dramatic expression, and a strong 

mechanism by which to move it about."59 

"The leg has three joints: the thigh/hip joint, the knee 

joint, and the ankle joint."60 Like the arms, the most 

important parts of the leg are the joints. The thigh 

provides strength and support for the entire trunk--

especially when the knees are bent. The calf/chin area gives 

definition to the foot movements and provides the "spring" of 

the body since it is between two strong joints. Despite 

their jobs, the thigh and calf are not as functional as the 

foot and the joints of the leg. 

The hips, in their connexion with the expressive 
whole, may be likened to the shoulders. The shoul
ders join the gesture apparatus to the body line, 
and the expressive impetus of the whole; while the 
hips are the joining of the base to the body move
ment. Consequently, freedom of walking and running 
depends upon the flexibility of the hips and 
strength of thigh muscles.6i 

Like the shoulder joint, the job of the hip joint is to 

lead the legs in movement. Because the legs support the 

p^ p- ^ 
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weight of the torso and head and serve as locomoters, they 

are much larger and less flexible than the arms. 

The hip joint is like a hinge, allowing the body to 
bend or bow forwards over the legs, or to raise the 
leg upwards and forwards with knee either bent or 
straight. . . . The hips can also appear to rock 
from side to side, but this kind of movement in
volves the whole leg and it is the relationship be
tween the various parts of the leg that must always 
be carefully observed.62 

The next joint in the leg line is the knee. This joint 

is as important to the leg as the elbow is to the arm. 

The knees must be strong and flexible, like all the 
other parts of the physique, for they form a most 
valuable part of the 'base'. and greatly affect the 
strength or weakness of the standing position and 
walking, as well as expressing character in them
selves. They are important also for the technique 
of kneeling and falling on stage, both necessary 
accomplishments for the actor. Strength, emphasis 
and agility of movement, all necessitate good knee-
work, which is an essential part of balance.63 

The knee serves as the liaison between the strength 

joint--the hip joint--and the most expressive and flexible 

joint of the leg--the ankle--just as the elbow is the arm's 

"joint liaison." Though not as flexible as the elbow, the 

knee is certainly an expressive part of the body. 

The knee, as well as being a very powerful joint 
and able to bend, stretch and rotate slightly, is 
peculiarly sensitive to certain powerful emotions 
such as fear and sorrow. Because it has a natural 
tendency to react somewhat unexpectedly to sudden 
events and throw a person out of balance, it is im
portant to study its peculiarities.6 * 

Where the arms find most of their expression in the 

movements of the wrist and hand, the legs have the ankle and 

foot. "The legs, as expressive agents, do most of their work 
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with the various positions on the feet. [Although] The 

carriage of the legs is not so important in revealing thought 

as the carriage or bearing of the arms."6 5 

The foot and ankle are less pliable than the wrist and 

hand, but the expressive qualities of the foot/ankle are just 

as important. 

The first use we make of our feet is to stand upon 
them; the next to move swiftly or slowly from place 
to place. What is less universally understood is 
that feet are very characteristic and sensitive, 
and have great possibilities of expression. Every 
emotion will cause a man or woman to walk differ
ently, as will every change of shoe, costume or 
occupation. . . . And if we give them freedom, 
our feet are as beautiful and as expressive as our 
hands. Only they bear, at the same time, the bur
den of the weight of our body.66 

The foot is most expressive in how it is held in rela

tion to the rest of the body. Although there is rotary 

movement dominated by the ankle, it is limited in actions 

because the toes are not as flexible as the fingers of the 

hand. The toes are primarily used to balance the body. 

But the foot also is the final basis of the art
ist's movement. He walks, runs and dances on it. 
His ankle is a fairly flexible joint which can be 
bent upwards, stretched downwards, moved slightly 
sideways and rotated. The toes also have some de
gree of movement and can be pointed, bent up or 
down, contracted or spread.67 

The mime's feet must be as flexible and as supple as the 

dancer's. He must be able to use his entire body in a grace

ful manner, led by the legs. The strength of the legs should 

not show--the footwork of the mime should look simple and 

virtually effortless. Only through constant strengthening 
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can the mime begin to tolerate the pain of sore thigh muscles 

and aching calves. Balance and perseverance will come with 

time and exercise. 

The footwork of a mime i^ a dance, for it is pat
terned, rhythmic, flexible, and interprets the mus
ic, in time phrasing, emotional power and climax. 
Gordon Craig refers to Henry Irving's movements in 
any part as 'dances'. So should the footwork of 
all mimes and actors form a deliberate 'undercur
rent' to the rhythm of the drama, while drawing its 
design upon the canvas of the stage.68 

Perhaps the most important exercises for the mime are 

those regarding the legs. No one exercise should be ne

glected, but the basis of all strength comes from the legs, 

and they should be properly stretched and strengthened to 

complete any illusions performed. 

The exercises for the legs take the shape of pivots, 

leaps, spins, the "chiffon," "circle," and "Eiffel Tower." 

Each exercise helps stretch different muscles, but they also 

prepare the legs for various illusions such as push, pulls 

and walks. The "chiffon" combines work on both the arms and 

legs. The legs work by squatting with the feet more than a 

shoulder's length apart. The chiffons are either performed 

in threes or fours. If the threes are performed, the legs 

squat three times and then hop to one side or the other. If 

the chiffon goes to the right, the hop is to the right with 

the free leg extended. The legs go immediately back to the 

squatting position, squat three times to the left and hop to 

the left. In fours, one merely squats four times. 
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Leaps and spins also help build stamina to the thighs as 

well as the ankles and knees while providing a variety of ac

tions for the legs to incorporate in mimes. Leaps are simply 

performed by crossing one leg over the other in the direction 

desired and then hopping on the other foot. The free foot is 

extended and then crossed over again to continue a series of 

leaps. Either direction can be achieved by merely changing 

the cross over leg. Spins flex the ankles, bend the knees, 

and strengthen the thighs. To spin to the left one merely 

steps to the right with his right foot and balances in the 

opposite direction before balancing on the left foot and 

spinning completely around on one foot. The opposite direc

tion is accomplished by first stepping on the left foot and 

then spinning around to the right. Balance is the primary 

goal of this exercise. The knees should be worked more by 

spinning with deeper and deeper knee bends. One should 

try to get closer to the ground while still spinning all the 

way around and not falling over. This activity works all the 

joints of the body and allows the body to balance despite 

awkward posture. The more erect one can stand, the better 

one's balance will be. 

The primary ankle exercise is the "pivot." One merely 

stands on the balls of his feet--as high as possible--and 

turns to either side without losing balance. This is also a 

key balancing exercise. Length of time on the balls of the 

feet and how quickly one can turn from side to side without 
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losing balance shows progress in this exercise. The pivot is 

also incorporated in several types of mimes. 

The primary exercise for strengthening the thighs and 

ankles while getting them to work together is the "circle." 

This exercise uses straight arms as a balancing tool. The 

legs must be spread much further than shoulder length--on the 

balls of the feet. The knees bend when needed. The arms 

first go either right or left, with one knee bent in that di

rection while the other leg is straightened. The arms and 

knees follow a circular pattern up, to the other side, and 

down. The feet must always be on the balls, and the knees 

stay at least partially bent--even when the arms are straight 

up. The circle starts slow and very methodical. Once 

balance is established, the circle is sped up and smoothed 

out. The goal is fluid movements of the arms and joints of 

the legs without losing balance. The thighs are worked 

thoroughly, and all the joints begin to work in sync with 

each other. Speed, balance and fluidity are the objectives. 

The primary calf-building exercise is the "Eiffel 

Tower." This exercise is also used in several mimes. The 

beginning is very much like the pivot--up on the balls of the 

feet with the legs straight. The difference is the angle of 

the body. The body is to lean forward in a straight plane 

without bending at the waist, chest or neck. The lean is 

accomplished by the stretching of the ankles and the calves. 

This exercise also works balance. The object is to lean as 
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far forward without bending and losing balance. When the 

balance it threatened, the body goes forward as if falling 

flat on the face but is caught by a lunge of either leg. The 

arms pull the body back into place. An extension of this 

exercise is the "Eagle." The Eiffel Tower is performed, and 

the arms make a downward sweep and a circle up above the 

head. The body goes forward on one leg, the arms undulate 

around in a circle in front of the body, the head is dissect

ed, and the arms bring the body back up on the toes and then 

down flat. This exercise gains agility as well as arm/leg 

coordination. 

The legs serve an important function for the mime, but 

in combination with the rest of the body, they give the 

"base" upon which the other agents of expression are stacked. 

"The mime trains all of his body, so that no matter what the 

story he wants to tell, he is able to do it. This kind of 

physical control and expressiveness gives greater dimension 

and depth to any performance."6^ The actor benefits from 

this depth as well as the mime. The actor needs the kind of 

discipline, strength, and knowledge of the body that the 

various mime exercises can give him. Once he has gained 

control of these exercises, he is ready to put them together 

to create the illusion of the mime. 

The Complete Illusion 

To have mastered the mechanics and combinations of 
isolation is not in itself enough to be a mime. 
No matter how elaborate or artful one's 
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combinations are, one will remain only a trickster. 
One's audience may sit amazed, but it will not be 
informed. The mime learns how to articulate his 
movements, giving each a certain logic, a certain 
recognizable shape. . . . He will watch people in 
the street differently than we normally do. . . . 
He will watch others so that he can learn to watch 
himself, in order to give shape and substance to 
what he does.^o 

The art of mime is not over once the exercises have been 

learned and one's legs and back feel sufficiently stretched. 

This is when the art of mime really begins. The exercises of 

the mime are unique in their ability to build a supple and 

very flexible body, but they can and should also be used by 

the actor. The knowledge of how to gain control of the 

various parts of the body is indispensable for any performing 

artist, but the mime is just beginning his body work. "Mime 

in my opinion is many times a study in control over and of 

our body and every muscle and joint and movement." (See 

Appendix A, p. 221) 

The mime uses his preliminary work--the work of under

standing the body and how to control it--as the basis for 

creating "illusion." The body is the tool. The illusion 

is the carpentry. Because the mime only has his body, he 

must be able to make it create delusions for the eyes of his 

spectator. The delusions and illusions of the mime are as 

numerous as the natural world around him. With proper skill 

he can create almost any illusion he wishes. The mime dif

fers from the actor only in what he does with the exercises 

he has learned and the body he has toned. He must have an 
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acute sense of how an illusion is created and how he can ac

complish it with his body. He is a magician in his own 

right. 

A mime often transmits to the spectator what kind 
of an inner struggle his character is going 
through, solely by his body carriage or posture 
without perceptible movement or sound. Even in 
everyday life it is possible to see a person's car
riage as well as in his movements the way his 
thinking and feeling goes. It is the mime's task 
to draw us, his audience, into the world of his 
drama by his bodily expression and gestures so that 
we can identify ourselves with the characters and 
suffer with the suffering, or feel angry with the 
rightfully indignant, or laugh at our mirrored 
selves. If we can do this, we have been lifted out 
of ourselves and removed from the selfish pleasure 
for the sake of which we often help people or give 
presents or perform other charitable acts. Al
though the artist draws for his creation on real-
life situations, feelings and actions, these are 
not directly depicted in his mime but are given 
significant form out of his own imagination and 
vision. In this sense the actor can be a great 
giver of his own self, and become a mediator be
tween the solitary self of the spectator and the 
world of values."^1 

How can the mime use what he has learned about his tool-

-his body--to build his illusion? He begins by understanding 

certain principles about the art of illusion itself. The 

primary principle is the idea of "working with opposites." 

He must also understand economy in gesture, speed, dexterity, 

strength that looks effortless, and of course concentration. 

The root of these principles is concentration. Just as 

the actor must concentrate to keep from breaking the world of 

the character, the mime must concentrate on his action to 

avoid breaking the world of the illusion. The mime creates 

his own world and allows the audience to see only enough to 

^A 
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peak their interest and make them believe the actions of the 

character are taking place "in space," not in one spot. 

When the mime concentrates on his world, it is really there--

the audience can see it because he is really in it. By con

centrating, the mime is able to complete his simple gestures 

with the maximum amount of dexterity, speed, and strength 

(that looks effortless). Thus, concentration is all impor

tant in the art of mime. Mime gives to the actor the disci

pline needed to concentrate while acting. Actors who learn 

mime become more disciplined because of this level of con

centration. "I really feel that the mime projects we have 

been doing will help us all to be extremely well rounded 

actors. Mime is slowly, but surely giving me what I need 

more than anything. Discipline." (See Appendix A, p. 271) 

The last element in completing the illusion is the idea 

of working in opposites. Any movement in mime is not con

sidered complete unless there is a "wind up" first. To push 

an illusionary object, the mime must first leap back in order 

to give his body a complete extension and to give the audi

ence a different view of where the point of attack is to be. 

Pushing from a stationary position does not give the mime 

anywhere to go, and the audience expects to see distance in 

action. The audience needs to see that space is covered in 

order to believe the optical illusion. The mime manipulates 

his space by first defining it and then working against it. 

The mime cannot afford to mystify his audience with 
any movement; gratuitous motions will squander his 
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credibility with his spectators and confuse them 
too. Confusion is so easy because there is no sub
text to help the audience understand what it is 
seeing. His clothing says nothing; and, for the 
most part, he has nothing with him. Only by moving 
does he make sense of the empty space he is in; 
only by his moving do we know who he is; only by 
his moving do we know where he is. On stage, the 
mime behaves in a certain way that is clearly his 
own.7 2 

Most of the exercises that the mime learns can be com

bined in some way in order to create illusion. Once the mime 

can isolate his body, undulate his arms, spin, leap, etc. he 

is ready to begin performing illusions. Some classroom il

lusions are: pushes and pulls (including rope pulls), walks, 

and mimes such as "Picking the Flower." All other illusions 

work off of the same principles present in these few. 

The first illusion is the push. The first action is the 

"wind up," or the back leap. The mime merely hops on one 

foot behind his body while the other leg stays in front--knee 

bent. The arms go back to the shoulder line while hopping 

with the elbows bent, the palms forward, and the fingers 

spread. The further the fingers are spread, the larger the 

object appears to be. Once the mime is in this position, he 

begins undulating the entire spine forward, pushing with the 

arms until they are virtually straight. The head is the last 

segment to go forward. There is no real work done with the 

arms. The illusion of work or energy comes from the undula

tion of the back which forces the arms forward. The illusion 

is successful if the hands are on the exact same plane and 

the point of attack stays solid. If the hands begin getting 
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off balance from one another, the illusion is broken because 

the object does not actually appear to be there. The mime 

must concentrate on his placement of the object. 

Pulls are virtually the same as pushes, except in 

reverse. The mime hops forward first and then pulls back 

from an established point of attack, undulating the back in 

a backward motion; the head is last again. The arms should 

be pulled back to the chest with the fists clenched and fin

gers up. The size of the object is established by how far 

back the arms go towards the chest and how fast the pulling 

action is done. Larger objects must be pulled slower, and 

the arms go all the way back. 

Rope pulls are virtually the same as plain pulls, except 

that there is no hopping. The legs still do all the work 

while the arms appear to be the center of strength. To ac

complish this illusion, the mime undulates one arm at a time 

to one side or the other, as if grabbing a rope, preferably 

waist level. When the first arm goes out to the side, the 

front leg lunges to that side. All the weight of the body is 

to be placed on this leg and the back leg slides toward the 

front leg as the arms are pulled into the body. This makes 

the illusion of pulling the body along with the arms. The 

actual work is a simple weight shift and a slide of the leg. 

The illusion is successful if the arms are kept at the same 

level while "pulling" the rope towards the body. The point 

of attack must also be on the same level when the arms reach 
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for the rope again. All of the pushes and pulls work off of 

the same principle as the spins. The weight shifts in the 

opposite direction from where the actual movement will go. 

The mime "Picking a flower" is one of the most popular 

for all mimes to perform. Once again, the idea of opposites 

must be at work in this mime. This mime shows several of the 

exercises at work in a single story line. The mime begins by 

stepping to the right while undulating the right arm at waist 

level. The left arm undulates above the head and around be

hind the back with the front arm straight out. As the left 

arm is being brought around, the mime goes down on the right 

knee with the left knee staying up. The head is dissected as 

if to see the flower, and then the waist is dissected while 

the right arm undulates around to grab the stem of the 

"flower." The wrist undulates three times as if trying to 

pull the flower up from the ground. On the third try (or 

however is desired) the flower is pulled up, and the arm un

dulates up to the shoulder. This action pulls the body to a 

standing position while undulating the right arm to the right 

side. The arm (with the flower in hand) is pulled in to the 

waist from the elbow while the right leg comes into the left 

leg at the same angle. The mime lunges forward on his right 

leg, extends his right arm, and opens the hand as if giving 

the flower to someone while smiling (depending on the emotion 

to be exhibited). This mime is perhaps the simplest one, de

spite the physical work that goes into creating the illusion. 
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Performing artists have a special need to under
stand the body's fundamental expressiveness, from 
full body movement to subtle, visceral activity. 
Today when a performer prepares a role for stage or 
camera he is likely to rely exclusively on intui
tion or limited personal experience. Directors 
typically make decisions on characterization by the 
"this looks right and that doesn't" criterion. To
day performing artists no longer need to depend ex
clusively on intuition.73 

The art of mime and its massive realm of expressive pos

sibilities provides the performing artist with the knowledge 

to quell any fears he may have regarding stage movement and 

the ability of the performer to create illusions with nothing 

more than his body. The discipline and creativity of mime 

give the actor confidence and skill through a craft that 

cannot be substituted. 

The involvement of the mime class has really opened 
up several different avenues for me that I feel I 
will benefit from throughout my career and bigger 
yet my life. The realization of how to put your 
body in control of communication and see how just a 
slight turn of the head can imply something so pow
erful that is causes a different reaction in anoth
er individual. Seeing how much the body is capable 
of, as you really use your mind to focus on your 
bodily energies. This is so beneficial to putting 
a part to action not only through hands, face and 
voice but carrying it to the utmost by letting the 
body be a part of your performances. . . . I am be
coming much more aware of the necessity of a con
trolled and fit body for any performer. (See 
Appendix A, pp. 236-237) 

". . . the most important thing (I think) is body control and 

a sense of how the body can communicate! That's important to 

me as an actress because so many times we rely on our faces 

and voices." (See Appendix A, p. 260) "Each class so far I 

feel that I know my body a little bit better each time." (See 
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Appendix A, p. 261) "This class also brought out some 

creativity which I didn't know that I had in me." (See Ap

pendix A, p. 270) "I never knew mime could be so much--all I 

ever thought about mime was the traditional mime being stuck 

in a box or behind a wall. This class has really "opened my 

eyes. Mime has endless opportunities/possibilities!" (See 

Appendix A, p. 258) 
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CHAPTER IV 

THE MATURATION OF THE MIME 

The beginning of any creative process includes exercis

ing refinement of the tools with which one has to work. The 

next step is merely to begin putting elements together in 

order to create the art. The painter cleans his brushes and 

sets up his canvas. Next, when all of his tools are in order 

and he has chosen the subject he desires to paint, he begins 

putting paint on the canvas. The final product is the 

finished painting--the complete work of art. 

The mime warms up his body, refines certain moves to 

enhance the illusion, and then, after choosing his subject, 

he begins putting the mime together. The final product is 

the "complete mime." 

The mime is very much like the painter; both artists 

work to create an illusion. The difference is the medium 

with which they are working. The painter can paint the ill

usion of a flower on canvas. What makes it an illusion is 

the fact that it looks three-dimensional despite the two-

dimensional canvas. 

The mime can create the illusion of a flower either by 

"being" the flower in the growth process, or by picking an 

92 
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illusionary one. Although his body is three-dimensional, the 

mime must create the "world" of the flower or the "atmos

phere" around which the flower is a part. The mime's medium 

is flesh and blood. He must create the illusion that the 

flower actually exists. 

The realm of possibilities is endless. Both the mime 

and the painter can create rolling waves, a rainy day, a 

picnic, or a solitary emotion in abstract terms. The most 

important starting point for any artist is in his choice of 

subject. The artist should work with something that he is 

familiar with or skilled enough to represent. The tools he 

has to work with should also be taken into consideration. 

The painter cannot build a sculpture with oils and a brush 

just as the mime cannot represent fifteen characters simul

taneously. The painter needs clay, and the mime needs more 

bodies on stage with him. The creator must consider his 

limitations. 

Like other artists, the mime is a creator of works of 

art that he hopes will be masterpieces. He tries to master 

his tools and skills and he works diligently to create some

thing universal--something of lasting beauty. He tries to 

create a lasting image in the audience's minds. When spec

tators walk away from his exhibition, he wants them to walk 

away thinking of how beautiful his artistry is. To accomp

lish this, the mime must present complete works of art that 

are universal to be understood and appreciated. 
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The Complete Mime 

The fact is, the pantomime must be completely armed 
at every point. His work must be one harmonious 
whole, perfect in balance and proportion, self-
consistent, proof against the most minute criti
cism; there must be no flaws, everything must be of 
the best: brilliant conception, profound learning, 
above all, human sympathy. When every one sees in 
the pantomime as in a mirror the reflection of his 
own conduct and feelings, then, and not till then, 
is his success complete. But let him reach that 
point, and the enthusiasm of the spectators becomes 
uncontrollable, every man pouring out his whole 
soul in admiration of the portraiture that reveals 
him to himself. Such a spectacle is no less than a 
fulfillment of the oracular injunction "Know Thy
self"; men depart from it with increased knowledge; 
they have learned something that is to be sought 
after, something that should be eschewed.i 

The mime is not complete until all of the elements of 

training the body have begun. The training process for 

actors should include the ability to incorporate such mime 

exercises into completed works. Actors have a tendency to 

need closure in terms of their art because they work in terms 

of rehearsal and then performance. Mime exercises in and of 

themselves are an excellent way to teach actors to move and 

express themselves in a physical way, but actors often need 

to put what they have learned to practical use. The complete 

mime helps actors gain creativity and imagination. They find 

that they can use their bodies as clay that they can mold in

to whatever image they desire. This step is important in the 

training process of actors. Characterizations feed off the 

same principle. Actors must be able to mold their psyche and 

their technical expertise into various creations called 

"characters." The more technically adept they are at 

Ik 
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creating a wide variety of "characters," the better they are 

at the art of acting. Mime exercises help tone the body, but 

complete mimes take the actor into the realm of creation much 

like character creation. In fact, many mimes include some 

sort of character. 

The complete mime must begin with some sort of theme or 

idea that is to be expressed. There are actually two types 

of mime: fantastic and realistic or story-telling. Within 

the realm of these two types there are numerous variations. 

There are character mimes, animal mimes, occupation mimes, 

etc. The primary concern is mastering the difference between 

the abstract and realistic mime. Subject matter is a person

al matter that can be chosen once the type of mime is estab

lished. If one decides to perform a realistic mime with the 

subject matter involving an animal, he will perform that type 

of mime differently than a fantastic mime involving an 

animal. 

Within these two types of mime--fantastic and realistic-

-there are several "subtypes." 

Generally speaking, the mime who feels comfortable 
with the realistic will use narrative, anecdotal, 
or satiric forms to structure his pantomimes, while 
the mime of the fantastic will use symbolic, figur
ative, or surrealistic forms. But there is no rea
son why these two temperaments should be kept sepa
rated. A figurative pantomime can have elements of 
the anecdotal, and a piece of satire can incorpor
ate the symbolic.2 

The only importance in the variety of the subtypes is 

that there is variety in both realistic and fantastic mimes. 

\k 
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The mime must learn to combine styles and work for a higher 

level of creativity. 

For my part, I believe that the two temperaments--
or perhaps they are visions--need each other. The 
realistic mime gains by being a little fantastic, 
as does the fantastic mime by being realistic. The 
beginning mime will want to find the value of each 
approach in its own right. But he should not stop 
there. He should learn to mix them together. He 
will enrich his own vision, and he will make the 
performance more interesting to watch.3 

The style of the performer is often enhanced and broad

ened by the two forms of mime. Different actors feel more 

adept at different styles of mime. Many dancers find fantas

tic mime to be easier to accomplish because the subtype of 

"abstract" mime is so ambiguous in nature--much like dance 

itself. Actors usually need some sort of basis in reality. 

For the actor who has limited dance experience, realistic 

mime is usually preferred. Both artists should learn to mas

ter both forms of mime. 

What the mime puts into his performance will depend 
a great deal upon where he looks for his material. 
There are mimes who live very creatively in the 
real world. Their pantomime is essentially real
istic , for they have a sane logic which we quickly 
recognize. Even their renderings of the most ex
traordinary fairy tales follow the order and rules 
of everyday reality. There are other mimes who 
live deeply in their fantasies. They do not see a 
world of order and sense; they see a world of 
dreams and strangely connected shapes. Their pan
tomime is fantastic.* 

Because the beginning mime should learn both styles of 

mime performance, this study contains documentation of the 

various mimes performed during class. The mimes are dissec

ted in terms of type or style. Each mime is briefly examined 
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in terms of content--various exercises and patterns of move

ment. Last, the expressive qualities of each mime are dis

cussed. The music used for these mimes is also briefly 

investigated where necessary. 

The Fantastic Mime 

The beginning mime student usually finds it easier to 

create a mime based upon very abstract terms because of their 

limited knowledge of illusion and how it works. It is also 

easier for the mime student to find expression to a greater 

degree in something which is much more personal and abstract 

like the fantastic mime. Once the student has gained the 

knowledge necessary to make realistic mimes work in terms of 

illusion, they are ready to proceed to this style of mime. 

The most basic form of expression begins with emotion. 

The emotion of the mime appears to be felt even deeper than 

other performers. The reason is the physicality with which 

the mime must perform such abstract subjects. The mime only 

has a silent movement with which to express his emotions. 

The actor's tone of voice or tears and laughter give his 

emotion flight. The mime is not afforded these luxuries. 

Let us begin with emotions. Often we feel before 
we know. . . . Whatever the emotion is--anger, hy
steria, tenderness, or joy--each one begins by an
nouncing itself inside our body. Once established 
there, it surfaces. . . . The mime searches for 
ways to make the internal play of emotions apparent 
from the outside so that his audience can see that 
the character he presents is a man of feelings. 
. . . It will be necessary to learn how to make 
physical something that is as ephemeral as spirit 
or soul or mood. Emotions are to be translated 

k\ 
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into motions; for although we begin with emotions, 
in Mime we must always end with movement.5 

The portrayal of emotion in purely physical terms using 

only the silent body is a feat that must be accomplished by 

the beginning mime before he can go on to portray the subtle

ties of any character. Characters have their own "tone" or 

"mood" that is expressed physically. If the pure essence of 

emotion can be portrayed in the body of the mime, then the 

emotions of characters, tempered by other character traits, 

will be entirely possible. 

"What are some of the techniques the mime has at his 

disposal? They are quite simple and quite basic. It is 

their combination with each other and with the exercises of 

movement that makes a performance complete and a character 

deep and allows us to project motivation and nuance."6 The 

mime must begin with the exercises he has learned to train 

his body. He knows how his body moves, and he must begin to 

incorporate the knowledge of "how" with the knowledge of 

"what" to move. He must discover what part of the body to 

move and to what degree and speed. Emotions--raw, unpolished 

emotions--are the ideal place to begin for a complete 

submergence into what is needed for the body to express 

itself. 

Based upon the various exercises taught during class, 

the students created various mimes for performance. The 

objective of these exercises was to increase awareness of the 

body and its expressiveness. The first mimes performed were 
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"emotion" mimes that the students choreographed based upon 

the exercises learned up to that time. Several emotions were 

explored during the process of this study: anger, frustra

tion, love, infatuation, fear, and depression or fatigue. 

Each performer was limited to certain exercises in order to 

show how the same movements could express various emotions 

when taken to different extremes of speed and fluidity, etc. 

The only exercises allowed to be used in the various mimes 

were as follows: The Eiffel Tower, all dissections, the 

"chiffon," all undulations, the "circle," and the "eagle," 

The emotion of anger included a great deal of vertical 

dissections, the "chiffon," and "circle," along with the 

"eagle" and several arm undulations. Each movement was very 

precise and jerked. The dissections were almost forced, and 

they were very "clipped" and sharp. The arm movement of each 

exercise incorporated was also sharp and defined. The elbows 

did not bend as much as is usual for undulations. None of 

the movements were smooth or fluid, and the head was held 

erect when not in a dissection. Every movement was quick and 

abrupt as if to scare the audience into acceptance of 

emotion. 

The conclusion of this mime used an exaggerated lunge 

with a hop into the air. The ending was as abrupt as the 

beginning, and there was a certain amount of "closure" when 

the actor fell to the ground. He waited before rising to let 

the emotion drain out of his body. His face also registered 
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a certain amount of emotion that was appropriate for the body 

movements. 

The music chosen for this mime was Kitaro's "Sundance."'' 

It was very ritualistic in nature. It gave the mime a sense 

of growing urgency through the urgent tempo of the music. 

The drum beats were very pronounced, almost like an angry 

heart pounding out the rhythms of rage. The mime was com

plete by itself and able to stand alone without the music. 

The music merely aided the audience in providing sound to 

break the silence. 

The emotion of frustration included a great deal of full 

arm undulations, "eagles," and "circles." The emotion of 

frustration was very similar to anger, but it did not contain 

movements that were as jerky or sharp. The movements were 

much more fluid, and the pace was slower. The foot work was 

more circular in nature rather than linear. The arms were 

more expressive with this emotion. There were not as many 

dissections, which took away from the sharp movements. The 

eagles were extended more to the point that they nearly hung 

in the air motionless before coming to fruition. The end of 

this mime, like the beginning, was less abrupt. Both seemed 

to just "happen." The expressive qualities of the arms were 

utilized a great deal for the feeling of frustration. 

The music for this mime was less definite. The music 

was entitled "Underwater Twilight"^ by the "New Age" group, 

Tangerine Dream. This music signified the idea of the music 

4v 
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just washing over the listener almost like the feeling of 

frustration itself. The music for this mime seemed even less 

a part of the mime as a whole. The idea of music as mere 

background for the expression of the body is very evident in 

this mime. 

The emotion of love was expressed by three different 

performers. The variations were impressive. Two mimes were 

purely titled "love," while one was called "infatuation." 

The emotion of infatuation was more "intense" than the other 

two. One of the "love" emotions included a transition from 

no emotion to severe emotion, and back again to no emotion. 

The theme here was that love pulls man out of the mundane 

side of life into something wonderful, and, once rejected, 

the mundane takes over again. 

The exercises used in these mimes included a great deal 

of arm undulations of all sorts, "eagles," "chiffons," and 

head dissections. The emotion of love seems to force the 

body into more fluid movements. The dissections were very 

clean, but slow. The pace of these mimes was much slower 

than either the anger or frustration mimes. The arms were 

extended a great deal more and the elbows bent more to give 

the arms a more flowing effect. The head was incorporated in 

the "eagles" to give them a sense of longing. The pace and 

fluidity of these movements were the most expressive elements 

of the mimes. There were no harsh movements, and the body 

seemed to float along the floor. The back was also extended 
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backwards more because of the stretch of the undulations m a 

backward motion. The beginnings and endings were slow and 

almost undefined. 

The music for all of these mimes was much slower in tem

po and much more flowing in style with the exception of the 

mime using love as a transitional emotion. The music for 

this mime was almost robotic in nature to match the first and 

last movements. There was a hint of sustained notes which 

gave the emotion of love its force in between the robotic 

movements. The songs included Patsy Cline's "Crazy,"^ Leon 

Hanson's "He's Alive,"lo and Tenspeed's "Tour de France."n 

The emotion of fear was much more defined than the emo

tion of love. The exercises incorporated in this mime in

cluded many undulations of all sorts, many head and neck 

dissections, and the "Eiffel Tower." The movements of the 

arms and head were very jerky and very fast. The speed with 

which all of the movements were taken gave the impression of 

pushing some object away that caused great fear and stress. 

The hands and head began the movements eventually spreading 

to the arms and neck. Finally the entire body was dissected 

to the sides while the arms undulated to the shoulder. The 

Eiffel Tower was also quick and jerky. The facial expres

sions of the performer were also more prominent in this 

mime. The eyes darted from side to side like the head and 

arms. Most of the movements were not completely followed 

through the entire body, giving the impression of stopping 
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each motion short of completion. Each mime had scurried and 

frazzled effect. Tempo, rhythm, and lack of completion gave 

the effect of fear. 

The music for this mime was Beethoven's "Sonata #2," 

"The Second Movement: Largo appasionato."i2 The motion 

of the music, like the mime, was intense, and the tempo sup

ported the speed of the actions. The mime was complete with

out the music, but it helped establish the mood of the piece. 

The last emotion was fatigue. The mime included a great 

many undulations, dissections, "circles," and the "Eiffel 

Tower." All of the exercises in these mimes were incomplete. 

The tone of the piece demanded that the body struggle against 

fatigue. All of the exercises were attempted but fell short 

of reaching completion because it looked like the body gave 

out. The arms were barely raised in the undulations, and 

the elbows were straight. The arms fell to the sides after 

only reaching halfway up. The other exercises were per

formed in much the same way. The dissections were the only 

complete exercises because the body collapsed completely to 

the side in exhaustion. The difficulty was in stacking the 

spine back up into a rigid position. The beginning and end

ing were on the ground on the knees with the body completely 

forward until the head touched the floor in a resigned posi

tion. The pace of the mime gradually slowed until the body 

could no longer hold itself up and went down to the floor. 

Ik 
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The music for this mime was a minimalistic piece by 

Phillip Glass in his collection entitled Glassworks.13 The 

piece called "Opening" was used. The rhythm was ongoing and 

never seemed to falter. There was unnoticeable change in the 

notes played. It was a series of scales that were repeated 

indefinitely. The fatigue of listening to these notes added 

to the fatigue of the mime. The music complemented the piece 

very well, but it did not take over the expressive qualities. 

The next step in working with fantastic mimes is to al

low the actors to work with other performers. The mime must 

be a solo performer, but he must have a strong sense of 

ensemble. The mime must be able to create illusions or emo

tions as a part of the whole--like a bolt in a machine. The 

fantastic mime is a good place to begin training for en

semble. The movements of the fantastic mime are less con

crete than with the realistic mime. The movements of one 

body complement the other body as they interrelate. The 

instructor chose a theme that would force the actors to work 

closely and with symbolic movements. The title of these 

mimes are "Lovers." 

As with any acting scene, the mime--be it fantastic or 

realistic--must have conflict and relationships, as well as a 

beginning, middle and end. The only instructions given for 

these mimes was that they were to contain all of the elements 

of an acting scene, and they were only to use the exercises 

learned up until that time. The exercises include the 
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previous ones, as well as spins, leaps, pushes, pulls, walks, 

and "Picking the Flower." The instructor paired the students 

based upon likeness of height. The tallest female went with 

the tallest male and on down the line. There was an extra 

student who had participated in many of the class sessions up 

until this time, and he was allowed to perform with an extra 

girl in this mime upon his request. The results of these 

mimes were astounding. The growth from the beginning of 

class was very noticeable in these mimes. 

The first mime included a sense of the "chase." The 

couple worked well together in bringing out the ritual of the 

"mating call." There was also a sense of disagreement which 

was illustrated through the inclusion of pushes and pulls. 

The mime began with the male leaping into the female's life, 

and the chase began. The female avoided and refused the male 

until he proved his worthiness. The female finally consented 

to some sort of relationship, and there was a series of exer

cises used to show the couple "coming together." The couple 

vertically dissected their entire bodies in an embrace. They 

dissected forward and backward while the other countered his 

or her body and dissected in the opposite direction. The 

hands were undulated in the same fashion. There was a sense 

of disagreement where the couple pushed/pulled one another 

until they were able to meet in the middle. After one final 

embrace, the couple leaped off together just as the male had 

begun. 
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The sense of completion was fulfilled because there 

was a very distinct beginning, middle and end. The strong

est point of this mime was the sense of the ritual in the 

growth of the relationship, accomplished through the couple's 

ability to counter each other's moves and compensate for 

all the moves of the partner. The conflict was clear, 

but not as strong as the sense of ritual. The most commonly 

used exercises were the undulations, dissections, and pushes/ 

pulIs. 

The second mime incorporated the idea of embraces, tick

les and the graceful gestures of love. The conflict occured 

with the separation of the couple and the inclusion of an il

lusionary second woman. The movements of this mime were move 

fluid as they illustrated the "private moment" of a couple. 

The beginning started with the couple's walking hand in hand. 

They embraced and tickled one another with exaggerated undu

lations and eventually parted. The male wooed an imaginary 

woman while the female accidentally spied his attempts. The 

conflict began. The female dissected vertically until the 

male touched her and she began to raise her body to face him. 

There was a moment of obvious forgiveness, and the couple 

ended by embracing. The emphasis of small moments and slow 

flowing moves were the strongest points of this mime. 

The most commonly used movements were dissections, 

walks, and slow deliberate full arm undulations. The slow 
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speed of this mime gave it an ephemeral quality rather than 

the raw ritualistic relationship of the first mime. 

The third mime incorporated the idea of the wooing pro

cess where the woman plays coy and the man plays aggressor. 

The ending of this mime was not a happy one. There was a 

great deal of "teasing" going on and eventually the male end

ed up hurt. The mime began with the couple apart. There 

were various subtle looks towards one another to show the 

initial interest. The female used smaller undulating move

ments, while the male used broader, more abrupt movements. 

The couple eventually came together in a "cat and mouse" sort 

of chase. The female continued her movements while the male 

pursued her. She countered his crosses with spins and vice-

versa. The couple finally came together in embraces that 

were initiated and completed by the male. The female finally 

broke away from the male and returned to her spot, while the 

male dissected into a backward fall as if crushed by the 

weight of his pain. 

The strongest images of this mime occurred when the 

couple attempted to come together, and the male obviously led 

the wooing process. The couple stood back to back, or the 

female had her back to the male as they embraced. This body 

language read as obvious attempts at rejection by the female. 

The male seemed to refuse these attempts until she abruptly 

broke away from him. The most common exercises were numerous 

undulations--hand/wrist for her and arm for him--sharp 
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dissections, and spins. The accentuation of body positioning 

was the key expressive agent in this mime. The speed of the 

piece varied with the actions taking place. The chase was 

faster paced than the beginning and ending separations. This 

mime revealed the painful, often disconnected side of rela

tionships. The ritual of relationships was revealed in this 

mime, also, but it went in a different direction--apart. 

The fourth and final "Lovers" mime incorporated more of 

a sense of comedy. The couple fought throughout the mime and 

finally ended up together. The simplicity of the movements 

and the relationship established made the mime almost slap

stick. The beginning found the couple at different areas 

from each other. The couple leaped towards one another, and 

the male looked the female over. There were attempts at em

bracing which failed, and the couple began feuding by pushing 

and pulling one another. The couple then began slapping one 

another, causing the other person to spin. The mime ended 

after the male kicked the female from behind and then ex

tended his arm for the female to take. She did, and all 

seemed resolved. The couple walked away hand in hand. 

The strongest images of this mime were its comic 

exposure of couples. The slaps and the kick with a quick re

solve immediately following gave the mime its humor. The 

couple should not have ended up together in the realm of 

reality. The most common exercises were spins, undulations, 

and walks. The movements were faster paced than the other 
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mimes which also gave it a comic feel. The gestures were not 

carried through into full extensions which gave the mime more 

of a basis in reality, rather than incorporating dream-like 

slow elaborate extensions. 

The "Lovers" mimes were all accompanied by music after 

their initial presentations without music, but the mimes were 

later combined to tell a story using all of the couples in a 

"collage" of stories about the trials and tribulations of 

couples. The music used for this collaboration was from 

Phillip Glass's Glassworks. The title was "Closing."i* The 

minimalistic music was ideal for the entire mime because it 

did not take away from any one mime since all the mimes were 

going on simultaneously. The music added an atmosphere of 

many things going on at one time, and yet everything blending 

into a complete whole. The entire mime had the same feeling. 

The actors were able to grow considerably through their 

work with fantastic mimes. Although the "Lovers" mimes had 

elements of realism, the movements and even the story lines 

were very symbolic and not specific in nature. One never saw 

what the couples were fighting over, and all of the movements 

were exaggerated almost to the point of becoming abstract, 

especially in the emotion mimes. Many consider the abstract 

mime to be more of a "dance" than mime. "There is something 

called abstract pantomime. I am not persuaded it is a true 

form of Mime; it belongs more to dance. . . . An abstract 

pantomime is too ambiguous."i 5 
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The only real difference between the abstract mime and 

dance is the point at which music is included in the process, 

if it is included in the mime at all. For instance, the 

emotion mimes are considered abstract mimes. They were 

constructed as single mimes with no music first. The inclu

sion of music came after the mimes were realized and 

polished. The music served only as background. The mime 

was not choreographed to the music like the dance is done. 

The abstract mime is often considered to be more creative 

than the realistic mime. The realistic mime is often 

considered to be a mere study in technique and illusion. 

Abstract mime--a somewhat empirical term for some
thing which can be so dynamic. It encompasses all 
the world from a piece of cheese to the wind to the 
personification of Anger and Hate, Love and Bore
dom. Sensations, too . . . the response to tastes 
and smells and touch.i6 

The Realistic Mime 

Once the beginning student has begun polishing the exer

cises he has learned and is more adept at creating illusion, 

he is ready to begin mastering the realistic mime. It is a 

good idea to start the beginning student on fantastic mimes--

even if they are ready for the realistic mime--so they can 

begin to examine the body and its response to emotions. 

One of the primary differences between the fantastic or 

abstract mime and the realistic or story-telling mime is in 

function. The realistic mime stresses the communication of 

thought or idea rather than the expression of emotion or 
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feeling. The realistic mime begins to deal with the area 

of character rather than just the personification of emotion 

or mood. Actual subjects will now become an important part 

of the mime process. 

By learning how to mime the subject, you will learn 
to affirm the presence of character and mood. Al
though for the purposes of this discussion I have 
kept separate these two different aspects of Mime, 
we should not make the mistake of keeping them in
definitely separated. One is overlaid upon the 
other. To the act of doing we now add the verb of 
being; and the performance becomes richer and tru
er. In Mime, we will fail to be present on stage 
when we cannot do. Equally, we will fail to do 
well when we cannot be present as a character.i7 

The realistic mime takes a greater amount of expertise 

in technique than the fantastic mime does. The inclusion of 

character and situation forces the mime to be more skilled at 

the art of illusion. The themes or stories have to be more 

specific in the realistic mime. This type of mime must take 

into account the amount of expertise of the mime who is 

performing. With beginning students it is always wise to 

choose subject matter that is very familiar. 

The first mime learned in realistic terms is usually 

"Picking the Flower," which is also used as an exercise for 

the dexterity of opposites. The second mime learned is 

usually "The Prodigal Son." This mime borders on the fan

tastic because it has elements of symbolic gesture, but the 

inclusion of distinct character gives it roots in realism. 

The Prodigal Son mime is a duet in which the son asks 

for forgiveness and is granted it by his forgiving father. 
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The movements of this mime are steeped in ritual. The 

"eagle," the undulation, and the "Eiffel Tower" are the pri

mary exercises employed in this mime. The movements should 

be clean and very exalted. The choreography for this mime 

has been handed down by several instructors. The creativity 

of the student should be stimulated by his own choreography. 

The instructor chose a subject very familiar to the stu

dents for the next realistic mime: Campus Life. These mimes 

were solo mimes. Each student was to tell a story with the 

character of a student on a college campus. The exploits of 

these characters were very familiar to each of the students. 

The first campus mime was the story of a student trying 

to get on the bus to take her to her car. The student first 

got a drink of water at a fountain, then walked outside to 

wait in line for the bus. While Waiting for the bus, the 

student began eating an apple from her backpack. As she ate 

the apple, she allowed other students to break in line in 

front of her. When the bus came, she tried to leap on board, 

only to have the doors slam in her face. She banged on the 

doors, tried to pry them open, and got her hand caught as the 

bus drove off. After more waiting, another bus came along, 

and she pushed everyone out of the way to leap on board. 

After a while the bus stopped at the appropriate location, 

and the student began to eat another apple while walking 

towards the doors. She saw the driver and gave him the apple 

instead. She ended the piece by leaping off of the bus. 
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The communication of the theme was well executed in her 

use of opposites. She pushed the door open, used dissections 

to look for the bus, and walked backward while waiting in 

line. The mime did not become pantomime because she kept all 

of her gestures very stylized and worked on the principle 

that simplicity was the best way to create illusion. She did 

not allow the actions to become busy "activities." She 

cleaned up many of the smaller gestures that bordered on pan

tomime . 

The music that she chose for this mime was Van Hal en's 

song "Jump."IS The inclusion of several leaps throughout the 

mime prompted her to use this music. The music was contemp

orary and varied enough from the story of the mime that it 

did not take over the story. The music merely enhanced the 

action. 

The second campus life mime was the story of a girl 

having a picnic and studying on campus grounds. The girl 

walked in with illusionary props as the previous mime had. 

She spread a blanket, got a soft drink, grapes, and a book 

out of some sort of bag. She attempted to read the book, got 

hungry, and started eating grapes. A man walks by, and she 

begins to show off by trying to catch the grapes in her 

mouth. She is unsuccessful several times, and he leaves. 

She next opens her drink and spills it all over herself. She 

gets frustrated and throws it and her grapes away. She 

gathers her things and starts to walk off when she sees 
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another man. She begins to play coy and bat her eyelashes 

when she notices that she has stains from her spilled drink 

all down the front of her clothes. She looks embarrassed and 

begins walking quickly to get away from him. She ends 

dejected and embarrassed as she freezes. 

This mime was successful primarily because of the styl

ized hand movements. She used her hands to "wind up" her 

gestures before actually going through with them. For in

stance, she undulates her hand several times before lifting 

it to her mouth to yawn while reading the book. The use of 

an illusionary man off stage gave her the sense of conflict 

in that she became angry with herself over her clumsiness. 

Facial expressions were employed quite a bit in this mime, 

but they were not distracting because of the stylized ges

tures used. 

The music used for this mime was the Eagles' "New Kid in 

Town."i^ The lyrics of the song fit the idea of alienation 

fairly well, but they were not close enough that she was 

miming the lyrics. The tempo of the song was also very good. 

It was fairly slow and unrushed which aided the tempo of the 

"picnic" atmosphere. 

The third campus life mime was the story of a man 

playing pool in the University Center game room. The man 

first began by establishing his "coolness," through a series 

of head movements. He then proceeded to choose a pool cue. 

He tried to pull it out of the rack and hurt his back. He 
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then moved to the table, chalks his cue, and shoots. The 

balls scatter as he follows their motion with his head. 

He walks around the table examining it as he crosses to the 

other side. He begins to shoot again, and, in the warm up of 

the cue, he hits another man in the stomach. He stands, and 

the other man begins to push his shoulders. He rolls up his 

sleeves to fight and begins doing stylized movements when the 

other man picks him up by his shirt and punches him in the 

stomach. He then gives him an upper cut to the chin, and the 

student goes over on his back to end the piece. 

This mime was extremely successful in its use of 

illusionary force by another character that was not even on 

the stage with him. The incorporation of the various walks 

was very successful in creating the area of the pool table 

while the mime did not even move from his spot. His head and 

legs did all the work. The actor's use of dissections was 

evident in the punch sequence. He was able to isolate the 

chest, shoulders and waist. This mime was one of the most 

successful "character pieces." The actor established a comic 

"humbler." 

The music chosen for this mime was Michael Jackson's 

"Bad."2 0 The music established the ironic mood of a charac

ter who thought he was much more skilled than he actually 

was. The music had a definite beat which was ignored after 

the initial introduction of the character. This music 

compl indented the mime very well. 
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The fourth mime was the story of a sorority girl at the 

Recreation Center working out. She was wearing an imaginary 

bow the entire time. She first gave her card to the person 

at the desk and then proceeded to try the "stair master," 

which is a machine that forces the exerciser to step up at 

increasing rates of speed. The girl continued to straighten 

her bow throughout the whole process. The machine eventually 

throws her off, and she then notices a barbell. She tries to 

pick it up and falls on her face. She straightens the bow. 

She finally decides to take a shower and has trouble getting 

her pantyhose off. She leaps in the shower (with her bow on) 

and showers off. She leaps out, dries off, walks away, and 

straightens her bow. 

This comic piece was successful because of repetition 

and stylization^of commonplace actions such as taking off 

clothing and washing in the shower. The repetition of 

straightening the bow added humor and character to the piece, 

another good example of a character mime. The primary 

exercises employed were walks, the push of the barbell, and 

undulations in the shower. The use of counter balance was a 

very important illusion technique. 

The music for this mime fit the "character" of the girl 

very well. The title of the song was '"Cause I'm a Blonde" 

by Julie Brown.21 The lyrics of the song point out the fact 

that blondes are stupid which makes the character in the mime 

that much more stupid. The lyrics tell several stories 
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within the framework of the song, but none of them match the 

vignettes of the mime. The music merely helps to enhance the 

character of the mime. 

The fifth campus mime was the story of a student who was 

getting ready for class in the morning and ended up running 

behind. She was consequently late to class. The girl went 

through several of the common motions of getting ready in the 

morning. She began by hitting the "snooze alarm" several 

times and eventually wiping the sleep out of her eyes and 

getting dressed. She put on make up and went down to the 

dorm cafeteria to eat breakfast. She looked at her watch and 

realized that she was about to be late. She drank the rest 

of her cereal straight out of the bowl and ran to class. 

Once she got there she opened the door only to see everyone 

staring at her because of her tardiness. 

This mime was successful in stylizing very familiar and 

common events. The mime never became pantomime because she 

used very simplistic movements and never went into detail 

with any of her actions. For instance, while putting on her 

clothes she merely grabbed for something and made a gesture 

in the air above her head as if pulling something over her 

head. The details of putting the arms in the sleeves or of 

putting on her make up succinctly was ignored. She merely 

made the motion of lining her lips and running a mascara 

brush over her eyelashes. Detail would have clouded this 

mime. 
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The music used for this mime was the Monkee's "Daydream 

Believer."22 Like the song for the last mime, this song's 

lyrics told specific stories, but none of them were in

corporated in the mime. The tempo was good for this mime. 

It was not too fast. The only moment that was in time to the 

music was during the lyrics "wipe the sleep out of your 

eyes." The mime actually wiped the sleep out of her eyes at 

this moment. The motion was realistic enough that it did not 

even hint at dance. 

The sixth campus life mime was another story about a 

student getting ready for class. He actually goes to class 

and participates in taking a test. The mime begins with the 

man being awakened by the alarm. He gets up and literally 

throws his clothes on. He gathers his papers and books into 

his backpack and unlocks his car. He finally gets it start

ed, shifts gears, and drives to school. He nearly wrecks the 

car when he stops concentrating on the road to look in the 

rear view mirror at his hair and wave at another car. He 

gets out, locks the car and walks to class. Once there, the 

student walks around the chairs, sorts through his backpack, 

and finds a pencil. He begins looking around the room at 

other people's answers and then turns in his paper. He 

gathers his stuff, leaves, and sees a girl to whom he gives 

his address. He gets in his car, drives home, opens the 

door, takes off his clothes, and crawls back into bed. 
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The success of this mime is in the simplicity and styli

zation of all of the movements. There is very little detail 

in any of the actions, yet every movement is understood. The 

moments such as getting in the car, nearly wrecking it, and 

walking around the desks incorporate a great deal of isola

tions. The body is responsible for placing objects in its 

path. This piece is also a good "character mime." The stu

dent is very irresponsible and is a slob. The way in which 

the mime appears to throw around objects points this out. 

The music for this mime was Van Hal en's "Hot for 

Teacher."23 The lyrics were closer in sync to the actions of 

this piece, but they were distinct enough that they could not 

be considered dance. The moment when the student pulls a 

pencil out of his backpack is also mirrored in the lyrics 

when the man says "I found my pencil." The mime was choreo

graphed long before it was accompanied by music, so it was 

just a happy accident. 

The last campus life mime was the story of a student in 

an art class who was trying to find something to paint for 

class. The mime began by the student getting his canvas and 

easel ready to paint. Next he waited and watched the things 

around him to get an idea for a subject. He finally saw a 

tree in the distance and decided to paint it. He put the 

paint on his palette and began painting with his paint brush. 

He got frustrated and collapsed in a ball on the ground. He 

finally straightened up and decided to discard the paint 
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brush. He smeared paint on his fingers and painted the tree 

with his fingertips. He jumped back to compare his tree with 

the real one and was pleased with the results. He bows 

before his canvas. 

The success of this mime includes the fluidity of action 

and the ability of the performer to use his hands so expres

sively. The objects were made very clear by clean delinea

tion of hand movements. The pace of the mime was very slow 

and methodical which also helped to make the action of 

painting very smooth and believable. 

The music for this mime was Billy Joel's "New York State 

of Mind."2* The pace and melodic nature of the lyrics made 

this a good choice for this piece. The lyrics said nothing 

about painting. The only similarity of lyric to action is 

the phrase "I'm in a New York state of mind." It is very 

possible that the artist is thinking about New York while 

painting, but this speculation is not important in the analy

sis of the mime. The music only gives a very flowing, 

melodic background for the mime. 

The realistic mimes were very successful in teaching the 

students to stylize movements and to use the body as the 

communicator of various ideas. The body must be used as a 

mirror towards reality in the realistic mimes. These mimes 

also helped the students develop creativity and imagination. 

The variation between the various mimes was interesting. 

Each student learned the same exercises, and yet they not 
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only put them together to form a different story from the 

others, but the actors also expressed themselves with their 

own unique style. Each actor had already begun to develop 

his own style of performance that varied greatly from the 

other actors in the class. 

I noticed regardless of the same thing we learn 
such as dissections, the flower routine and etc. 
. . . everybody is highly different in their own 
style. For example even if our faces and heads are 
covered like in the Box mime, as an audience member 
you could probably tell who is who from watching 
their previous mimes. (See Appendix A, p. 219) 

The Improvisation 

Mime, more than any other art, requires creativity 
of its performer . . . He is not only the perform
er; he is also his own script writer and director. 
The tradition of forms is never static; the mime 
improvises as he uses a traditional form; sometimes 
he collapses one form into another, and sometimes 
he thinks of a way to give a new twist to an old 
and dry meaning. Behind all this hovers inspira
tion, the lucky or shrewd flash that gives life to 
whatever one is doing. Don't work at being in
spired; work at the craft. Inspiration will come. 
It will!25 

Improvisation is a constant in the world of the mime. 

He is constantly having to reconstruct his story to fit the 

moment. He often has to compensate for poor balance one 

night and a sore ankle the next. "The forms of improvisation 

are the forms of games. One plays according to rules, but 

one is never quite sure what will happen. The moment of 

surprise is often the moment of discovery."26 

Although the improvisation process is a constant in the 

mime performance, there is also a style of performance that 
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is known as the improvisation, often used in group mimes to 

help build ensemble. When a group of performers is very 

comfortable with one another and can work together in 

blending their own styles with those of their fellow mimes, 

they are ready to perform improvisations. The individual 

mime can also perform solo improvisations, but the level of 

intensity is usually not as high because he knows himself and 

his own reactions, but he never knows exactly what his fellow 

performers will do. There is always a level of suspense in 

ensemble improvisation mimes. It is important that there is 

a high level of competency on the part of each individual in 

an improvisation to insure that there will not be a weak spot 

in the performance. 

The best types of improvisations for groups are those 

that are continuous. With a basic outline of events the 

mimes are free to improvise and react with their fellow mimes 

to their heart's content. Two such improvisations were pre

sented at the performance which culminated this study: a 

fire spreading and a tree growing. 

Each of these improvisations included the entire group 

of mimes. The outline for the tree was as simple as letting 

the group know that together they were a tree during the 

growing process and that they were to incorporate the idea of 

the changing of the seasons. The improvisation began by the 

instructor's calling out the various seasons and then ap

pointing a leader to give the group a sense of timing. The 
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group began to gain this sense as they were more aware of 

their fellow performers. They began to react, based upon 

the actions of their fellow artists. This improvisation 

eventually became an elaborate mime with music. The idea 

that the mime could change at any moment added to the intens

ity of this mime. 

The fire mime was just like the tree mime in that the 

instructor gave a brief outline and let them take it from 

there. The basic outline was the beginnings of a fire that 

flickered, grew, and eventually spread around the auditorium. 

The fire was to eventually die down and out as it flickered 

once more. The students were first told when to die down and 

when to grow, but nothing else was ever given. No leader was 

ever established for this mime. They all learned to feel 

each other's sense of climax and react accordingly. Music 

was also added to this mime eventually. 

Both mimes used a great many arm undulations. The 

mimes used their arms to portray both the branches of the 

tree and the flames of the fire. The mimes also used their 

legs as roots for the tree. The tree mime was stationary. 

The only movement besides the arms was in the trunks of the 

performers. They swayed with the wind and dissected as the 

winter forced them to wither. The fire mime incorporated a 

great deal of movement. There were leaps, spins and full 

body undulations, as well as arm undulations. The mimes 

began in a group together and ended together, but they all 
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eventually spread in their own separate directions. These 

mimes were considered fantastical when performed as a whole 

with music, although they were still improvisational in 

nature during performance. 

The irony of the complete mime is the fact that the art

ist must learn his art, fine tune it, and then begin with 

something abstract before moving on to the more tangible 

mime. After he has mastered the realistic mime, he is ready 

for the improvisational mime which is the least concrete of 

all mimes. The growth process of the mime is from abstract 

to specific and back again to the abstract. The performer 

must fine tune his craft and prove that he is competent 

enough in his expression to move on to the specifics of 

thought communication. Once he has learned to be specific in 

gesture and movement, he has lifted the burden of proof from 

his own shoulders and freed himself to improvise. 

Movement evidently reveals many different things. 
It is the result of the striving after an object 
deemed valuable, or of a state of mind. Its shapes 
and rhythms show the moving person's attitude in a 
particular situation. It can characterise momen
tary mood and reaction as well as constant fea
tures of personality. Movement may be influenced 
by the environment of the mover.27 

The mime moves for all of these reasons. He creates an 

entire world in his movement. His world can be real or 

fancy, but it is complete and expressive. The mime, like the 

movement he performs so well, must grow to new heights and 

free itself from the chains that bind it to the ordinary--the 

expected. The performer must create new images and new ideas 
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through the mime. The mime must break new ground and find 

new avenues of creativity, but he must be complete and ex

pressive with creativity and completeness and with polish and 

passion. 
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CHAPTER V 

THE INTERDISCIPLINARY INTEGRATION 

•*i Mime has given directly of its techniques and its em

phases to other arts. . . . In particular, what Mime has been 

able to show the other arts is a way to re-create a human 

reality that is silent but specific."i 

The discipline of mime is unique. It is considered to 

be a theatrical art since it shares the elements of action, 

character, and plot, to name a few. This classification 

seems rather evident since mime is classified as a theatrical 

art. What is not so evident is that mime also shares ele

ments in common with other arts. As a plastic art, mime is 

very much like sculpting. The body is sculpted into various 

shapes, sizes, and caricatures. Events are also sculpted in 

both mime and sculpture. The difference then is that the 

mime has only his body to mold, while the sculptor uses clay. 

The art of painting is also similar to mime. Any art 

that creates resemblances of the real and fantastic elements 

of life is similar to mime. Painters create various "worlds" 

of vision. The mime does the same. The mime has a three-

dimensional body with which to paint a picture, while the 

painter only has a two-dimensional canvas. He has, however, 

the advantage of color and abstraction. 

128 
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The musician's art perhaps seems to be the furthest from 

mime, but, in many respects, it is more closely linked than 

the other arts. It is the soul of the composer that is heard 

through the transmission of sound. Although he cannot make a 

sound, the mime transmits his soul through the air in terms 

of sight. The mime is the "eyes" of the music, and the music 

is the "voice" of the mime. The two arts provide mood, 

atmosphere, and emotion through sensory means. The mime is 

seen, music is heard, and both are "felt." 

The art of mime is independent, yet it desires company. 

The mime often likes to draw its creativity from the other 

arts. Mime is not choreographed to music like dance, but it 

can incorporate music to help enhance the mood which it has 

already established. The mime needs to draw its material 

from some source: nursery rhymes, fables, characters, 

emotions, etc. The visual arts is a good place from which 

the mime can begin his search for ideas. This concept is 

rarely done. Usually mime subjects are drawn from literary 

sources. 

When teaching mime, one should never dismiss any aspect 

of the artistic creation. In reality, all of the arts are 

brothers. The artistic creation stems from the same area of 

the brain and the same desires of the soul. Like his broth

ers, the mime is constantly searching for a way to make his 

presence known and respected. He is constantly looking for 

new ways to enhance his imagination and to express himself. 
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The mime and his brothers should band together and take 

advantage of their comradeship. The mime is the perfect 

focus for an interdisciplinary art that combines music and 

the visual arts. He is the physical and tangible embodiment 

of the expression that all arts strive to achieve. 

In the teaching of mime as it relates to other 

disciplines, such as music and art, the student gains a more 

competent understanding of the various arts and their 

relation to theatre. This approach not only broadens the 

student's knowledge as it relates to other arts, but it 

expands the teaching of mime into areas not yet explored. 

The combined use of these areas of teaching not only extends 

the student's and candidate's knowledge of mime, but also 

sets this approach apart from others. 

Because the candidate had a strong desire to differen

tiate her study from others and to find an interdisciplinary 

means of expression to integrate her knowledge of the various 

arts, she incorporated music and art into her teaching of 

mime. Through this study, the instructor saw a marked 

improvement in the students' ability to express themselves 

with their bodies. The inclusion of art works gave the 

students a spring board from which to generate ideas and 

impressions. The addition of music enhanced the various 

ideas and the physical work of the students. Art and music 

as an enhancement for mime and actor training is a method 

that should be investigated by all theatrical educators. 
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The Interdisciplinary Philosophy 

The mime is a solo performer, but he can and often does 

invite others to share the stage with him. The same is true 

of other disciplines. The mime will often ask other theatre 

artists to join him: the scene designer, lighting designer, 

director, and other performers. The stage of the mime is one 

of harmony. All he asks is that he be allowed to create his 

art without interference. 

To arrive at a Perfection in this Art . . . a Man 
must borrow Assistance from all other sciences 
(viz.) Music, Arithmetic, Geometry, and particular
ly from Philosophy both Natural and Moral: He must 
also be acquainted with Rhetoric, as far as it re
lates to Manners and Passions; nor ought this Art 
to be a Stranger to Painting and Sculpture . . .2 

The art of mime has been associated with the other arts 

for centuries. It is only now that the theatrical world is 

beginning to re-assert the interdisciplinary philosophy to 

include the philosophy of mime. Mime is not only an art, it 

is also a philosophy. All arts have their own philosophy, 

but they all have the goal of expression as their basis. 

The mime artist not only gives eyes to music, but he 

gives legs to the visual arts. He also gives animation to 

the plastic art of sculpture. For all that the mime gives 

the other arts, they give him new avenues of expression and 

new roads of discovery. The mime also receives a new mirror 

with which to hold up to nature. He can begin to see the 

world through different eyes, lifting the burden of 

complacency from his shoulders. 
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Music and Mime 

Mime found its roots commonly linked with music in an

tiquity. The first "mimes" were considered to be more like 

"dances," but they were accompanied by music. 

The musical element in pantomime was more elaborate 
than that for regular drama, for it required an or
chestra of flutes, pipes, cymbals, and other per
cussion instruments. It is also likely that the 
music for mimes became more extensive during the 
late empire as the performances became more spec
tacular and ornate.3 

The pantomimes were not only considered to be dances, 

but they had many qualities of opera. "Nor must the musical 

element in the mime be forgotten; dance in drama obviously 

associates itself at once with music. . . . the mimic drama 

mingled together spoken and operatic features."* The mimes 

of antiquity danced and sang while there was narration that 

often interrupted the lyrics. 

We shall gain a truer conception of the mime if we 
imagine it to be of the style of an eighteenth-cen
tury ballad opera, with ordinary prose or verse di
alogue breaking at times into aria. . . . the ordi
nary mime made free use of song. In Greek verses 
sung to music the actors ridiculed or alluded 
equivocally to contemporary affairs.5 

The mimes included a variety of forms with singing and 

dancing combined with narration, or characters emphasized 

with dancing, or all three. The themes and styles varied, 

but they all incorporated music "which so pleased later spec

tators in the days of Imperial Rome."6 

Whatever the truth, this is certain, that all these 
forms belong to one general type, the mimodia; that 
the mimodia, as its name implies, is merely a type 
of lyric or operatic mime; and that all these 
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forms, together with dancing, were mentally classed 
together in antiquity.7 

Music was discarded as unnecessary and unfitting for 

mimes after the mime became a separate classification of art. 

It is only recently that music has re-surfaced. This 

resurgence is probably due to the silent films. Before the 

advent of the talkies, such mime artists as Charlie Chaplin 

performed their stunts to the accompaniment of the piano. 

Later the music became more elaborate, but it was always 

there, although it was usually unnoticeable. The music 

merely gave the ears something to keep them entertained but 

if the music had been left out, the films would have seemed 

to be lacking something. 

In contemporary mime, music is a luxury, not a neces

sity, but it is still very desirable. "For those to whom 

mime is a silent art, it may not necessarily be an art in 

silence; for music and sound effects have often been an 

integral part of the mime performance."8 

Music is often desirable for the mime performer, not 

only because he needs the accompaniment, but also because the 

audience often has trouble dealing with the silence. "By 

adding music, he heightens his [and his audience's] oral 

sense, a sense as necessary for dealing with silence as it is 

for sound."^ 

Whether or not the mime incorporates music is a personal 

choice, but the art of the body must not be lost in attempts 

to find "just the right song." "Although music and narration 
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can be re-added to Mime, the self-sufficiency of the body is 

now the first given."lo Although music is one of mime's 

brothers, he should not be allowed to take precedence over 

the discipline of the body. If the music begins to steal any 

of "the body's thunder," is should be discarded immediately. 

The body comes first, and all else follows. 

In teaching mime, the concept of body over spectacle 

should be emphasized. The best way to accomplish this pro

cedure with the incorporation of music is to stress that the 

mime is to be choreographed before the music is chosen, or 

else the mime will be altered to "fit" the music. This order 

or preference turns the art of mime into the art of dance. 

"The pantomime should not submit to the rule of the music, 

but the music should subordinate itself to the demands of the 

pantomime."ii 

From the very first rehearsal the artist finds his 
work constricted by the music as by a too narrow 
suit of armor. He has no liberty to seek truthful 
expressions or the correct kind and length of ges
ture; he is solely under the obligation to follow 
the music, whatever it is. He is continually 
forced to present within four bars a scene which 
requires thirty, or to fill in thirty bars, no mat
ter how, with work for which four would have given 
sufficient time. From this two serious faults in
evitably result: first, phrases insufficiently 
outlined which cause misunderstanding; and second, 
others irksomely repeated which cause the show to 
drag.12 

The music should be chosen after the mime is conceived 

to prevent the performer from following the music as a dancer 

would and to allow him the proper freedom of expression that 

the art of mime can give. "I can clearly see how the mime 
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must come first and then the music, so you don't make the 

music, or allow the music to take over the mime." (See 

Appendix A, p. 225) Like the music of the silent films, the 

music should merely bridge the silence, not take it over. 

On a more philosophical level, "the real mission of 

music in a pantomime is to take the place of the voice of the 

characters and to render . . . inarticulate eloquence, . . . 

emotional modulations which are the natural expressions of 

human feeling."i3 This statement seems to advocate the 

necessity of music, but one must examine the role of words in 

drama first. If music takes the place of the words in "the 

voice of the characters," then words must be necessary in 

characterization in drama. This is statement is not true. 

Words are merely an easier way of expressing inner "emotional 

modulations." 

The key phrases are "inarticulate eloquence" and 

"natural expressions of human feeling." The human feels, and 

the mime personifies those feelings and thoughts. Music also 

personifies emotions and feelings. Instead of viewing a mime 

or dramatic piece, one could merely listen to a piece of 

music and visualize his own drama. Since both the mime and 

the music can stand alone, combined they only serve to comp

lement and strengthen each other. Both arts offer "inartic

ulate eloquence." As long as the mime does not allow the 

music to tell his story before he gets the chance, the two 
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can survive simultaneously. Once the music takes over, the 

mime should leave the stage and let it have the spotlight. 

It is always interesting to see how music changes 
people's mime and for the most part enhances the 
mimes but I often wonder if music hinders the actor 
or mime person because it sometimes becomes a trap 
in which we let the music speak for us rather than 
the mime speaking for us. (See Appendix A, p. 219) 

In those mimes where the music does take precedence, it 

is often for one of two reasons: the performer has chosen 

the music before he has choreographed the mime, or the 

performer is not adept enough at the art of mime to allow his 

body to take primary focus. The latter problem can be 

resolved with time and work while the former problem should 

never be allowed to happen under any circumstances. 

Music and mime can and most often do work harmoniously 

with one another if the performer does not abuse his priori

ties. If the expression of the body is allowed to come to 

complete fruition before music is added, the results are both 

beautiful and powerful. Amidst the unfamiliar movements of 

the mime, the beginning student can also find refuge in the 

music. Often silence hinders the actor-turned-mime because 

he is used to avoiding silences. If he is not speaking or 

sighing or laughing, etc., then the audience should be. The 

beginning mime student finds comfort in knowing that there is 

something that still connects him to the reality outside his 

mime. "I saw much more enjoyment and relaxation with every

body which helped everybody's mime a lot. I guess . . . the 

music helped the situations." (See Appendix A, pp. 216-217) 
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Art and Mime 

Painting does not speak some arcane language that 
we need special skill to master. . . . The art of 
seeing art lies in retaining the child's ability 
to respond simply and directly, and tempering this 
with the adult's capacity for more concentrated at
tention and philosophical inquiry.i* 

Like mime, paintings communicate through the simplicity 

of images. There is no foreign language or grammatical rule 

to follow. The child can understand the mime or the painting 

by allowing himself to watch. The adult usually begins to 

clutter things when he begins to question those images, but 

the world around the adult is cluttered; thus, he is often 

responding to learned behavior. 

Nowadays we are besieged with countless images of 
all kinds--in newspapers and magazines, on bill
boards and TV screens. We are accustomed to look
ing at most of them primarily for the information 
they impart; our eyes and minds are conditioned to 
comprehend "what" the message is, without pausing 
to analyze "how" it is stated. But painting's 
former function of providing information has large
ly been taken over by the photograph. . . . Paint
ing- has become increasingly concerned with how it 
makes its statement; the quantum of its total con
tent that depends on form rather than on any osten
sible subject is proportionately greater than in 
the past.15 

Mime is also very concerned with "how" something is done 

rather than "what" is done. The mime chooses his subject 

matter, as does the painter, but then his true art begins; he 

searches for the most expressive way to create the images he 

has chosen. Both arts have seen changes in their content as 

the times have changed. Mime is often abstract and dance

like, while paintings have become increasingly distanced from 
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the realism of centuries past. Lines and color have taken 

precedence. "Frequently a painting that attracts us 

immediately soon begins to seem over-obvious and boring, 

while another that at first sight seemed 'difficult' may in 

the long run afford us more lasting pleasure."i 6 Mime works 

in the same way. Those images which seem too abstract to 

say anything to the onlooker usually stick in the mind and 

play on the psyche until it can give some sort of mystical 

meaning to what it has experienced. In this respect, the 

modern mime and the modern artist can share a comradeship 

of images that music can only hope to support, for he is not 

a "visual" art. 

The mime takes poetry, short stories, and other forms of 

literature for its themes and ideas, but he does not use the 

images of paintings to stimulate his creativity. Why would 

an artist that works in images not turn to his closest 

brother for ideas when he, too, works in images? There would 

probably be those purists who would say paintings give too 

much. All the images are present on canvas; the mime has 

nothing to "create" since it is all laid out for him. 

The use of images from paintings would not destroy the 

mime's creativity. There are many images to draw from the 

painters canvas, but they are stagnant images. The mime is a 

three-dimensional artist with the gift of movement. His art 

is always changing and reshaping itself. The canvas will al

ways reflect the exact images that it exposed the moment 

L L L 
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before unless it is painted over. For this reason, mime 

should borrow the image from his brother and help him by 

expanding the painter's image into three-dimensional form. 

The mime can breathe life into the painter's art while the 

painter can spur the mime's imagination to greater heights. 

This partnership should be cultivated and nurtured. 

The mime is often called the "poet" of the dramatic 

arts. His is the gift of simplicity of image. He can create 

in a few movements what it takes the playwright pages of text 

to expound. The poetic nature of the mime allows him to live 

and work harmoniously with the painter and his fellow 

artists. "Art, like poetry, speaks in metaphors, and poets 

have frequently been among those most sensitively attuned to 

its language."17 

The Interdisciplinary Mime 

Within the scope of this study, it was the instructor's 

desire to incorporate the interdisciplinary concept into the 

teaching of mime. The results were exciting. The students 

were able to create more vivid images, and they gained a 

stronger appreciation for the other arts and what they offer 

to the theatrical arts. The students were not even aware 

that they were analyzing and dissecting music and art while 

they were choreographing mimes. Their creativity was 

enhanced by the images of the paintings, and these were, in 

turn, enhanced by the music they chose. The partnership of 

images and sounds was established, and the students 
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benefitted from a new artistic "vision." The students were 

not only introduced to a new theatrical art, but they began 

to cultivate their artistic awareness through other arts as 

well . 

The instructor introduced the idea of working first with 

paintings, and then adding music once the mime was choreo

graphed. In order to continue the education of the various 

forms of mime expression, the instructor broke the inclusion 

of paintings into two broad categories: abstract and 

realistic. The variety of painting styles and movements 

within each of these broad categories is numerous, but, for 

the sake of time and expediency, the instructor combined a 

great deal of art into two categories. Like the emotion 

mimes, the abstract painting mimes were mostly concerned with 

the expression of abstract or fantastic ideas and images. 

These mimes bordered on dance, but the ideas and the 

techniques were steeped in mime method. 

The realistic paintings, like the campus life mimes, 

dealt with some sort of story that often began with the same 

image as the painting that was chosen. The mime took off 

from this stagnant point and built to a climax; then it cul

minated in another stagnant image--often back to the original 

pose. This progression gave the impression that the painting 

acted as a still photograph of an event that had just trans

pired. The mime's job was to recreate that event for the 

audience. Music was chosen according to style and content. 
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This study contains documentation of the various mimes 

performed during class. The mimes are dissected according to 

content and style of painting--abstract or realistic--and 

each mime is briefly examined in terms of the expressive 

qualities exhibited. The music used for these mimes is also 

briefly investigated. 

Abstract Painting Mimes 

The students who participated in the class were asked to 

begin by finding an abstract painting to which to choreograph 

their first interdisciplinary mime. The instructor also 

choreographed an abstract mime for the participation of all 

the students. All seven of these mimes are outlined along 

with documentation of the music and paintings chosen. 

The first abstract mime was based on the images from 

Odilon Redon's The Green Death.i^ The painting combines 

images of the body of a man in seeming distress with the 

swirls of an "ocean-like" substance. The figure seems to be 

struggling against his own fate. The swirling movement of 

the painting swallows up the figure as if he is being eaten 

by a large snake-like monster or serpent. The placement of 

his arm over his brow gives the impression of despair or 

pain. The "feeling" of the painting is one of the despair 

that comes from a lost struggle. 

The mime choreographed around this painting incorporated 

the emotional content and physical shapes of the painting. 

The beginning of the mime showed the figure at the utmost 
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despair. He was dissected frontally from the waist in a 

resigned position. The figure gradually pulled himself up, 

but then the real struggle began. The movements of the mime 

were circular, like the painting. There were many spins and 

leaps in circles and pushes. The figure seemed to be trying 

to free himself from his captivity. He continued to struggle 

and to look for a way out until the futility of his fate took 

over. The mime ended up on his knees, attempting to keep his 

body from completely falling down. He used very jerky move

ments when struggling against the pain, but very fluid move

ments when trying to find a way out. The mime ended when the 

figure pulled himself up, almost by supernatural force, and 

placed his arm over his brow. This movement signified the 

resignation of the figure towards his inevitable fate. 

This mime combined the tension of the struggle against 

natural elements--in this case the geometrical circular 

pattern--and the passivity of resignation. The resulting 

expression was one of release. The observer felt a sense of 

finality--even if that finality was unpleasant. The mime was 

able to give the painting a strong sense of tension and pain. 

The music used for this piece was Sam Harris's song 

"Save the Children."!^ The song combined the same tension of 

despair that the painting highlighted, but it accomplished 

the task through contrasting sounds. The pleasant sound of a 

harmonious melody was combined with an almost annoying beat 

that sounded like a sledgehammer on metal. The constant 
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struggle of the beat and the melody gave the piece its ten

sion. The music was not completed; the mime finished before 

the music; thus, one can only assume that the despair and 

finality of the music was the same as the action of the mime. 

This uncertainty made the mime stand on its own with only 

minimal support from the music. 

The second mime was based on the images from Arshile 

Gorky's painting Agony.20 This painting is a very colorful 

example of Gorky's start into Abstract Expressionism. The 

primary colors of red and yellow are accented with black. 

There is a semblance of a figure in the picture which seems 

to be torn apart by the agony which life has inflicted upon 

him. 

The mime was based upon the strong emotional content of 

the painting. The figure was torn apart by the agonies and 

hurts of the world just as the painting depicted. The mime 

used a lot of pushes and pulls, circles, leaps and backward 

dissections to accomplish the feeling of the body's being 

caught in a painful struggle with the agonies of the psyche. 

The arms were almost over-extended in a painful way in every 

gesture of the mime. The frenzied movement of the performer 

gave the spectator the sense that the images of the painting 

were immediate and becoming progressively more urgent. The 

"pain" of the painter was personified through the body of the 

mime. The combination of speed and extension gave the 

painting its life. 
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The music chosen for this mime was Michael W. Smith's 

song "Ashton."2i The song was a synthesized combination of 

strong rhythm and progressively urgent melody. The beginning 

of the song was slower and more specific, but as the mime 

rose from a crumpled heap on the floor, the music began to 

become very rapid and insistent. The mime ended on the floor 

in the same way, and the music was faded out. This mime 

stood on its own just as the first mime did, especially be

cause the music did not have any lyrics. 

The third mime was choreographed around the images of 

Joseph Albers' Homage to the Sguare: Broad Call.22 Albers 

was known for his Homage to the Square series because of the 

perfection of symmetry and his vividness of color. "As a 

man-made, universal symbol, the square was selected by Albers 

to become 'the stage, the actor and the voice which perform 

the endless drama of the excitements of color instrumenta

tion. '"23 This drama was played out very well in the mime 

chosen. 

The primary theme chosen for the mime was the idea of 

freeing oneself from the world that captures the soul. The 

mime had to struggle to free herself from four different 

levels of society. Once free, the figure found freedom--too 

much freedom. The mime ended when the figure opted for con

finement and returned to the lower levels of the squares. 

The primary exercise incorporated was the push. Once the 

mime was outside the confinement of the boxes, she spun in 
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circular movements to oppose the inner angular movements of 

the boxes. She picked a flower and threw it away before re

turning to the world with which she was so familiar. 

This mime exhibited more of a communication of message 

than a sense of expression of emotion. The mime, like the 

painting, was very symmetrical and very profound in its elab

oration of repetition. 

The music chosen was from Huey Lewis and the News, 

entitled "Hip to be Square."24 The music, like the mime and 

the painting, had a message to instill. The overall effect 

was the idea that whatever the society and the pitfalls, it 

is all right to be the person one is born to be. The mime 

emphasized this notion by returning to the world from which 

she came. 

The fourth mime was based upon Umberto Boccioni's 

painting Dynamism of a Soccer Player.25 The primary focus is 

the energy and abandonment of movement and color. The 

texture appeared as draped scarfs of different colors. The 

angular and busy movements of lines give the painting its 

own life. The painting symbolizes the inner workings and 

energy of the athlete. 

The mime also personified this energy. The mime also 

incorporated a great deal of color by including scarfs of 

bright colors: red, white and blue. The movement of the 

mime mirrored the movement of the lines of the painting. The 

scarfs were each used in a different pattern of movement 
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according to the movement of that particular color in the 

painting. The red scarf was more subtly incorporated by 

undulating it while moving in a smaller circle. The white 

seemed to follow a broader pattern. The white bordered the 

entire painting, and the mime used broad leaps and "chiffon" 

movements with the white scarf. The blue seems to permeate 

the painting. The mime lay down in a jerky angular way and 

spread the blue scarf over her entire body. The ending of 

the mime was achieved by throwing the various colors around 

the area and the performer covering her head with the white 

scarf. 

The emotional expression of this mime was one of 

frenzied--almost frantic--movement, but it was extremely 

controlled. The impression was of the athlete working with 

control and-stamina despite the inner frenzy that fought to 

come to the surface-

The music used was the Overture to the musical Cats.2 6 

The music added a certain "mysticism" to the mime that gave 

the piece an enigmatic quality. The music was synthesized, 

and it combined a cutting of several of the show's tunes as 

do most overtures. This mixed feeling gave the sense of 

several images combined into one, just like the mime and the 

painting. The mime did not need the music, but the music 

gave the overall piece a final sense of awe. 

The fifth mime was based on images from Hans Hofmann's 

painting Effervescence.27 The painting itself looked like a 
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series of colors combined to make one large mix of textures 

and shapes. The primary colors are pink and yellow. There 

is almost an "wall" of pink on one side and another "wall" 

of yellow that ends in a final splotch on the canvas. The 

painting seems to reflect the spirit of the painter with a 

certain joy "bubbling" from the colors and shapes on the 

canvas. 

The mime was more of a two-part mime. The mime was 

first a spectator at an art gallery, and then she was pulled 

into the world of the painting only to be released again. 

The mime walked away and turned back in a longing to return 

to the effervescent world of the painting. The feeling of 

the mime was one of exhilaration like the painting. The 

movement of the mime was very abstract, combining both 

circular and angular patterns to match the shapes of the 

painting. The various "moods" of the colors were also 

expressed by the use of music. The music was a collage of 

sounds and melodies that were virtually unrecognizable. This 

conglomeration of sounds and fading notes ended with the 

unmistakable sound of a record needle being raked across the 

record as it is playing, giving the final feeling of despair 

that the mime could no longer join the world of the painting 

as she crumpled on the floor. The mime worked well to 

combine a mix of music and movement that was almost in

comprehensible to match the scattered world of the painting. 

The result was the feeling of uncertainty and inspiration. 
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The sixth mime was choreographed from the images in 

Jackson Pollock's Convergence.28 The images in this painting 

are typical of Pollock's excitement and mimetic painting. 

This painting combines more color than some of his earlier 

black and white works. Black and white seems to be the base 

of the color threads, with red, white, blue and yellow 

strands almost leaping out at the spectator. The painting 

has an energy and life of its own that continues to move and 

reshape itself each time it is viewed. 

The mime brought out these feelings of energy and 

vivacity. The mime used a great deal of arm movements, mixed 

with color bandanas, to achieve the same sense of continued 

movement. Bandanas of all the various colors of the painting 

were tied to the mime's arms, and at different times during 

the piece one would drop from his arm on to the floor as if 

he, too, were painting a carefully constructed masterpiece of 

color and action. There were many leaps and spins to give 

the mime constant movement. The resulting expression was not 

only a sense of energy and movement, but almost a sense of 

life outside the realm of the natural world. This life was 

face-paced and almost anxious to continue. 

The music for this mime was a "cut and paste" piece from 

Jeff Beck's song "A Day in the House."29 The music increased 

the feeling of movement and energy with a radiance of pure 

guitar screeching. The beat of drums would interrupt period

ical ly^ but then the music was cut to go back to the sound of 
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the guitar. This sound effect gave sneaks of melody, but it 

was constantly kept moving by the cutting. The music itself 

would not have furthered the action of the mime, but with the 

cuts, it helped establish a complete sensory awareness of the 

flow of energy and movement. 

The final abstract mime was a full company mime based on 

Piet Mondrian's painting. The Broadway Boogie Wooqie.3o The 

painting is one of Mondrian's last masterpieces of 

geometrical abstraction. This particular painting is much 

more complex than many of his other works. There is a sense 

of asymmetry and lines and colors connecting at unexpected 

places. There is a destruction of common rhythms in this 

piece which gives it an almost "ordered chaos." The colors 

are dynamic: bright yellow, red, and blue. The primary 

colors are even more dynamic on the white background. The 

feeling of this painting is one of continued work and move

ment that is unexpected and unending. 

The mime was choreographed by the instructor and used 

all seven students with boxes covering their heads. Each 

person is positioned at various places in no particular order 

or relation to anyone else. There is also a sense of 

asymmetry in their placement that coincides with the feel of 

the painting. Each person has his own mechanical movement 

that has an inner rhythm not connected to any other rhythm. 

This combination of actions continues until they are unexpec

tedly frozen. The "leader" begins a journey around the 
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square area in which the mimes are located. During this 

journey, the entire group stops unexpectedly at various 

points and begin performing another series of actions that do 

not connect to those around them. The final series of 

motions do connect in some form as they all do dissections 

together while getting back into their original positions. 

The ending is a freeze like the beginning freeze. The whole 

thing could start over at any time, but unexpectedly, it does 

not. 

The music for this mime was taken from the motion 

picture "A Clockwork Orange."31 The theme song was used. 

The song is not really a song. It combines many unique and 

sustained rhythms and sounds that change at various points 

and then sustain themselves again. This constant change 

gives the feeling of mystery as to where the mime and the 

music are going. The mystery is enhanced by the covering of 

the performers' heads with black boxes. These boxes are of 

different sizes to match the variation in the painting. The 

lack of features on the performers gives the audience one 

more element of mystery. The next step in the mime is never 

revealed by the faces of the performers. 

Realistic Painting Mimes 

The next phase of the interdisciplinary mime is to allow 

the students to develop a story line based upon a painting 

that is more "realistic" in nature. Often the students chose 

sound effects of natural things instead of music to enhance 
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the realism of the piece. The paintings were usually the 

basis for a mime about some event or character, and they were 

often some of the best work done by all the students. 

The first realistic mime was based upon Claude Monet's 

painting Promenade. Woman with a Parasol.32 The painting 

featured a woman holding a parasol on a hillside, with a boy 

climbing up behind her. The wind appears to be blowing, and 

she is dressed in flowing white with a veil and corseted 

dress. The atmosphere is light and springy. 

The mime centered around the woman's pose. The mime 

began and ended in this pose. Originally there was no one 

else in the mime, but later a second person was added to make 

the picture complete. The performer chose to use an actual 

parasol (umbrella) for the mime. Because she could have and 

at first did the mime without a prop, she was entitled to 

enhance the mime after she had proven her skill at imagery. 

The girl was first stricken by the fact that she could not 

move in her corset except in very stiff movements with her 

parasol from side to side. Later, she lifted her veil, threw 

off her imaginary corset, and began to move in fluid move

ments around the stage. She looked up at the sky for the 

first time and closed the parasol to walk with it. She threw 

it down and began spinning and picking flowers. She handed 

the still stationary boy a flower and picked up the parasol. 

The moment she opened the parasol, she was again stiffened. 
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She proceeded to move in the same way that she began, and 

eventually resumed her original pose. 

The expression of freedom taken away was well performed. 

The parasol seemed to be a symbol for her lack of freedom. 

Once she no longer used it, she was free. The music chosen 

was the Beatles' "Lucy in the Sky with Diamonds."33 The 

music gave the mime a sense of freedom and bliss. The words 

did not compare to the story of the parasol except when she 

looked up at the sky and perhaps saw "diamonds." The tempo 

of the music did not force the performer to rush, and the 

mime could and did work easily without the music. The story 

line was well chosen. 

The second realistic mime was based upon Andrew Wyeth's 

painting Christina's World.3^ This painting is of a woman 

in a field of flowers in a sitting position, gesturing 

towards the barn in the background. It is obvious that she 

cannot walk and is struggling to crawl towards the barn. 

The mime began in the same pose with the performer's 

back towards the audience. She tried to get up and wave 

towards the house several times, but failed. She eventually 

pulled herself to a sitting position and began picking 

flowers, placing them in a pile over her arm. Almost as if 

the flowers had magical powers, she was able to rise to her 

feet and spread the flowers about. She then picked a flower 

to put in her lapel and in her hair. After spinning 

around and leaping, she eventually fell back to the ground 
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and attempted to lift herself again. She no longer had the 

strength to hold herself up and fell completely to the ground 

defeated. 

The expression of pain and hope were both present in 

this mime, as in the painting. The music was Michael 

Bolton's "Back on My Feet Again."35 The lyrics of the 

song gave the mime a symbolic meaning. The ability of the 

girl to rise was no longer a struggle against movement, but 

against the pain of lost love. The lyrical quality of the 

song suggested the same element of hope, but the haunting 

melody gave the same underlying sense of pain and 

frustration. The mime was very successful with and without 

the music. 

The third realistic mime was based upon Frederic Taubes' 

painting entitled "Pantomime."36 This painting features a 

woman posed as if a statue. In the background was the out

line of another couple who could just as easily be made of 

stone. In front of the woman, on a table, was a violin. The 

atmosphere is one of sustained sadness. 

The mime began in the same freeze as the painting. Ori

ginally the performer performed the mime without anyone else 

on stage, but a couple was later added to give the complete 

picture of the painting. The mime broke from her pose and 

began to spin and leap around the stage as if free from her 

frozen pose. She played an imaginary violin, tried archery, 

and even attempted to dance like the frozen couple near her. 
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She then saw a man and she curtseyed as if he had bowed. She 

picked a flower for him and put it between her teeth while 

they danced. They stopped, and she dropped the flower. She 

bent down to pick it up, and, when she lifted her head, he 

was gone. She then returned to her original frozen pose. 

The "feeling" of the mime is one of momentary joy that 

is lost in a moment of carelessness. The freedom of the 

mime, although uplifting, is tempered with a sense of pending 

sadness. The spectator knows that this freedom cannot and 

will not laŝ t. The music was from Pachelbel's Canon in D.3 7 

The melody of the music added the same kind of impending 

sadness to the momentary feeling of joy. Each strain of the 

music seemed almost to be the last, as if it would unhappily 

end at any moment. Perhaps the success of this music with 

the mime came from the "tone" set and the lack of lyrics to 

disrupt the thoughts of the mime. The mime and the music 

gave the painting a different atmosphere and sense of pain 

that perhaps is not there. 

The fourth mime was choreographed around the images of 

John Everett Millais's painting Ophelia.38 The painting 

itself is based upon Shakespeare's Hamlet where Ophelia, 

Hamlet's betrothed, goes crazy and drowns herself. The 

flowers she picked are still in her hand as she floats in a 

bed of water. The feeling of this painting is one of 

grotesque beauty. The bright colors of the greenery and the 

flowers give a sense cf peace to the drowned body. There is 

k k k k k 
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a calm nature to the painting that is only slightly over

shadowed by the realization that the sight is supposed to be 

a pretty one. 

The mime gave the same uneasy feeling. The mime began 

in silence as the performer lay in the same position as 

Ophelia. She began undulating her hands and eventually her 

arms as if there was still life behind the drowned body. The 

performer then rose as if the spirit had risen from the body 

of the deceased. As the mime turned to revive the dead 

Ophelia, the sound of a babbling brook began.39 Suddenly the 

mime was no longer a spirit, but another person attempting to 

revive the dead Ophelia. After several attempts from several 

different angles and with several different undulating move

ments, the second character gave up and turned to sit down in 

the same position as the dead Ophelia. Once the mime lay . 

down, the sound of the water stopped, and the performer was 

Ophelia again. 

The final image was even more startling than the 

original one because there was a realization that attempts at 

revival had failed. The sound of the water gave more of a 

sense of realism to the painting and the mime. The mime was 

originally performed with the sound running through the 

entire mime, and the effect of changing characters still 

worked. The sounds merely made it easier for the audience to 

comprehend the idea of two characters. The overall effect 

was startling. 
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The fifth mime was based upon John Pettie's painting, 

"The Gambler's Victim."*o This painting gives a brief look 

at an event that has obviously already happened. There are 

two men seated at a table and another in the distance. The 

man in the foreground has a look of disdain and frustration 

on his face as he seemingly staggers against the wall. It is 

apparent at once that the gambler has lost the game. 

The mime began with the performer downstage and two 

other mimes seated at an imaginary table. This mime was also 

performed originally with only one mime, but others were 

added to enhance the story. The performer moves to the table 

and begins to shuffle and deal the cards in a very stylized 

manner. After all the cards are picked up, they begin 

placing money on the table and getting more cards from the 

pile. At one point the mime flips a card from his hand to 

the floor, and, instead of picking it up, he sneaks a card 

from his pant's leg. He proceeds to lay down his cards, and 

then the others lay theirs down. One of the other card 

players has won. The mime pushes the table and cards over as 

the winner shuffles in the money. The mime walks downstage 

and freezes in the same position as the painting. 

This mime was very successful in its stylization of a 

realistic subject. The story line was never lost and was 

comprehensible despite the imaginary props. The other mimes 

added a sense of base for the main performer, although he had 

performed the mime without them with equal skill. The music 
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for this mime was Scott Joplin's "The Entertainer."* i Once 

the music played, the audience was immediately tuned into the 

atmosphere of gambling, con-artists, and cards. The music 

was not needed to give the mime this atmosphere. Because of 

its familiarity from the movie The Sting, the music gave an 

immediate sense of place and character, causing a very suc

cessful comic piece. The humor was enhanced by the fact that 

this particular music was chosen from a movie with the same 

theme. 

The final realistic mime was based upon a painting of a 

seascape by Ron Bolt, entitled Shore Drummers.*2 This 

painting is the representation of an ocean crashing onto 

the shore. The only other image is an empty red chair in the 

down right corner. The feeling of solitude permeates the 

image. 

The mime was as simple as the painting. The performer 

began in a chair in the down right corner and proceeded to 

stretch and yawn as if taking a nap. He rose and began 

fishing. He continued to cast his line into the rough waters 

and finally gave up. He threw down his fishing rod and waved 

back at the ocean in a moment of awe. He then leaped away. 

The only music for this mime was the continuous sounds 

of the ocean.*3 The realistic sound effects continued the 

line of simplicity in realism. The final image was the same 

as the painting. There was serenity and solitude after the 

events of the fishing expedition. Originally this piece was 
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a solo piece, but the rest of the mimes were added to give 

the mime more depth. The other performers personified the 

waves of the ocean in their movement towards the shore and in 

reaction to the fishing line being cast. The atmosphere of 

this mime was one of solitude and tranquility. The performer 

did not need any sound effects or other mimes to make the 

picture complete, but the effect of the complete mime was 

very moving. 

The success of the interdisciplinary mimes did not rest 

on their dependence upon the other arts. The freedom of 

creativity that each of the assigned mimes gave the students 

encouraged them to use their imaginations and let them run 

wild. The interdisciplinary approach to mime training is an 

excellent direction in which to take beginning students. 

The progress of each of the students was exciting and 

reassuring for the instructor. Their obvious growth proved 

that the art of mime is an indispensable tool for the 

training of actors. The knowledge of the other arts and the 

creative growth of each student will continue to enhance and 

stimulate their future in theatre and their cultural 

awareness in the world around them. 
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CHAPTER VI 

PROPS AND PECULIARITIES OF THE MIME 

The mime is shrouded in a tradition that adds mystery 

and yet a sense of familiarity. One can recognize the white 

face and the black clothes. One can understand that the 

performer will not speak, that he moves in silence. What one 

probably does not think about is the richness and grandeur 

that these traditions bring to the performance of the mime. 

The first peculiarity of the mime is the fact that he is 

a solo performer. The actor strives to make a connection and 

have some sort of mystical relationship with his fellow 

actors. The mime, even when he is accompanied by other 

mimes, is still alone in his silence. Props, scenery, masks, 

and even his makeup are superfluous to the realm of the mime. 

He may use them, but he never needs them. He can always add 

to his performance, but he must never become dependent on 

anything except his own body. The mime must be complete in 

himself. The addition of props and scenery must merely add 

and never take away from his performance. 

The skills of the mime are solo skills. He is a 
man alone. Even if he performs with other mimes, 
uses scenery, adds music to his productions, he 
stands by himself. . . . The essential silence of 
the stage, the concentration of meaning in each 
movement, and the refined simplification of ges-
tures--in short, all the machinery of re-creating 
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a reality--expose the mime. The history of modern 
Mime is an attempt to come to grips with this 
fundamental nakedness of the mime on stage. . . . 
Nothing will now redeem his work except his own 
performance--not the words, not the lyrics, not the 
plot. Nothing. . . . His stage has no empty spaces 
and no empty moments when he can pause to catch his 
breath or gather his wits. Each illusion must be 
total, must be perfect, or it is no illusion at 
all. His gestures must be self-sufficient, no mat
ter what else he now brings on stage with him.i 

The mime as soloist is free. He can create an entire 

world at his fingertips. He can move in his own space with 

his own rhythm. He does not answer to anyone but his own 

sense of artistry. His is a world free from the burdens of 

the actor. He can rejoice in his own glory, but he must be 

careful not to let this glory become conceit. To hold an 

entire audience in the palm of one's hand is a glorious ex-

perience--one that few actors can feel for more than a few 

moments as a time. The mime i^ the show. Any additions to 

the mime's performance are by his choice for his amusement. 

This power is invigorating and gratifying. It is also a trap 

that must be guarded against. 

What is clear is that the mime must be careful not 
to succumb to the exhilaration of performing by 
himself on stage. And there is. an exhilaration! 
It comes when the power of his illusions is abso
lute, an absoluteness that is possible only when he 
shares the stage with no one and nothing. There is 
a certain magic in this. The mime is the magician 
whom we can't take our eyes off, since so much 
hangs on his ability to make his illusion work. 
There is also a certain degree of ease for the mime 
in being alone, for he need not concern himself 
with any tempo other than his own. The structure, 
the space, and time are his. Nothing has to be 
divided. Nevertheless, however tempting it is to 
do a solo performance, it is a temptation that 
should be controlled. Sometimes it is highly 
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appropriate; sometimes, though, it limits and weak
ens his art, as well as diminishing his vision. By 
himself, the mime is limited to himself. He can 
say more and often learn more by adding others.2 

Although he is virtually alone on stage with nothing 

to call on to make his magic but his own body, the mime can 

call on what he chooses. He can include costumes, makeup, 

masks, props, scenery, and even sound effects in some 

instances. There are usually arguments as to how such addi

tions can be called "mime." Is the mime really being "true 

to his art" when he uses more than his body? 

There will be those who will feel that Mime which 
includes more than the mime's own body is impure. 
By this, I suppose they mean that the imaginary is 
no longer total. But is the imaginary ever really 
total when the performer faces his audience? The 
mime's very presence spoils the purity of the im
agination. Pure Mime would have to be an empty 
stage facing an imaginative audience. Even then 
the stage and its frame would be real. Perhaps 
only the reverse would make Mime pure; a real audi
ence with its eyes closed at an imagined theatre.3 

Perhaps there is no "pure" art form. Mime, even in its 

most "impure" form--with the inclusion of various trappings 

--is still one of the purest art forms. Mime demands the 

independence of the artist from anything but what he must 

carry with him on stage--his body. If the mime chooses to 

enhance his art with more than his body, he may do so with 

the knowledge that he needs nothing; he is free from burden. 

Many of the peculiarities of the mime include traditions 

that have been accepted as a part of the art form--his make

up, his costume, and his silence. Other elements, such as 

masks, props and scenery, can be included in the category of 
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"extras." These are the elements that trouble the historian 

and the skeptic the most because of the uncertainty of 

whether they keep the mime from being mime. If the mime is 

truly a mime and not a dancer or actor in stylized form, then 

what he performs is "mime," whether he includes any extras or 

not. 

Costumes 

When the mime works with music, scenery, costumes, 
and other mimes, the mime widens the scope of his 
performance. Perhaps he does lose some of his power 
as he loses his personal control over his audience, 
but he is compensated for this by an increased 
richness and texture not always obtainable in a 
solo.* 

The costume of the mime usually takes the form of a 

"unitard" that fits and covers the entire body very tightly 

to enable the audience to see every movement of the body, 

unobstructed by the hindrance of bulky clothing. The color 

is usually black--the most neutral of all colors. The mime 

strives for anonymity and neutrality in all things surround

ing him, including his clothes, so that his body is the only 

thing that communicates a statement. The spectator should 

not even be aware that the mime is clothed, but he should not 

be distracted by the fact that he is not. The costume of the 

mime should be the last thing on the audience's mind. For 

this reason, the mime must wear something unobtrusive. 

In pantomime, more often, the costumes and props 
are imaginary, just like everything else. However, 
many famous mimes will use just one property, or 
article of clothing, to give us a clue to their 
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characters. Marcel Marceau adds a top hat with a 
flower as he evolves the delightful character Bip.5 

Whereas the costume of the mime is usually very neutral, 

there are often occasions when the mime will choose to 

include a single article of clothing to enhance a certain 

element of the mime--character, color, symmetry, etc. The 

varieties are endless. 

Since the mime is usually as neutral as possible, if 

he opts for a scarf, a hat, even a jacket, it is preferable 

to a full costume unless he is performing in a "mime play" 

that emphasizes character, or a story line in which there is 

an unusual color scheme or a fantastical theme. If the mime 

chooses to make the entire production more elaborate in terms 

of settings, properties, etc., he is justified in incorporat

ing characteristic costumes. 

The costumes should be as typical as possible, so 
as clearly to define at the first entrance, the 
station in life of the characters who wear them. 
. . . Since there is the greatest necessity to 
initiate the audience instantly into the character
istics of a person as he enters, the artist should 
take the greatest pains in assembling his costume 

6 
« • • 

The costume of the mime is as important as the costume 

of the actor in communicating certain ideas to an audience. 

The primary difference is that the actor's costume must truly 

communicate all of the nuances of character, style, time 

period, and a thousand other subtleties. The mime's costume 

must communicate that the body is responsible for establish

ing the subtleties and nuances of character and time, etc. 
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When the mime chooses to dress for character, the costume 

must only serve to enhance what is already present in the 

mime's body. In this respect, the costume for actor and mime 

are alike, with both serving as support for character. 

In today's society, a lack of clothing distracts the eye 

because it varies from the norm of the clothed body, no 

matter how scanty the clothing may be. For this reason, the 

mime should not perform in the nude. He should never wear 

something that prevents the audience from understanding the 

full impact of what his body is expressing. The audience 

should be able to see the mime's body at work at all times. 

The mime is merely dressed because the conventions of society 

say he should be to prevent concern over his "exposure." It 

would make sense to perform with no clothing because clothes 

can and often do restrict movement. In fact, many Parisian 

mime groups rehearse in the nude at all times and wear as 

little as possible in order to show off the body's power and 

strength in all of its glory. The mime should always wear 

what he can move in that will give him the utmost expression. 

Makeup 

The makeup of the mime is another traditional element 

that is still worn today, but for different reasons. The 

mimes of antiquity used white face to accentuate the face 

and to make it easier to see from great distances. The mimes 

of today use the white face to deemphasize the facial 

features. 
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The white classic makeup probably dates from the 
time of the Romans, when the mimes would put flour 
on their faces, and darken the eyes and mouths, so 
that they could be seen from a distance. The prin
ciple is that since the projection of the facial 
image is so important, you emphasize the features 
by outlining the eyes and darkening the mouth."^ 

Today the makeup of the mime resembles the makeup of 

antiquity, but it is considered decorative in nature, as 

well as acting as a mask to hide the face from the audience. 

The face is only hidden to accentuate the body's power of 

expression. 

We worked on doing mime makeup. . . . What an ef
fect! Everything is whited out lips, eyebrows, 
eyelids--One doesn't really realize this until your 
involved with it. I think that is because when 
watching mime you are so overwhelmed by the body 
movement communication that the face takes a back 
seat to the body. (See Appendix A, p. 234) 

The use of cosmetics, that is to say, the actor's 
art of making-up, is of the greatest importance. 
On the-stage, if an actor in a drama comes on in a 
costume and with a facial make-up not entirely ap
propriate to the role he represents--and this is 
too often witnessed--, the play will remain intel
ligible and will follow its course. But in a 
pantomime much more serious consequences might re
sult from this.s 

The reason white face is used instead of an actual 

physical mask is because of the physiological and psycho

logical dependence of the performer on the musculature of the 

face. The face cannot help but move when the body moves 

because we learn as babies that our face is the key to our 

communication. All emotion shows in the face. When the 

performer is asked to wear a physical mask to accentuate his 

body, he often feels inhibited by the obtrusive nature of the 
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bulky mask. If he cannot move his face properly, he cannot 

move his body properly. 

This dependence is like the dependence of the sense of 

taste on the sense of smell--one covers the nose and he can

not taste. This is true of the sense of sight and hearing. 

Although the two senses are not actually linked physiologic

ally, people often find that they cannot hear as well when 

they are not wearing corrective lenses. The reason for this 

fact is that there is so much unconscious dependence on the 

practice of reading lips. When one cannot see the expres

sions of the face, one cannot understand what is being said. 

Once the face is covered, the audience must read the 

mime's body because there is no sound to give away meaning. 

The body is easier to see anyway because of its size in 

comparison to the size of the face. Psychologically, the 

performer feels a need to be free to express his emotions 

and mental activities through his face. This is a betrayal 

of the expression of the body, so there must be a compromise. 

The face is covered with a flexible makeup to allow the 

artist to move his muscles, but the audience's attention is 

drawn to the body. 

Everything is to be black and white. The entire 
face is white--including the eyebrows, eyelids, 
mouth, etc. to approximately half an inch from the 
hair line all the way around and then it goes to 
the chin. There is a black line all the way around 
the white to add to the "mask" effect. The eye
brows are then penciled in with black much higher 
than the actual eyebrows. The mouth is also made 
black and the eyes are heavily lined (preferably 
mascara is applied). The creativity is usually in 



170 

the eyes. You can either do the standard lines 
above and below the eyes in verticals to point out 
the eyes, or you can accentuate them with diamonds, 
tears, hearts, etc. (See Appendix B, p. 297) 

"Mime makeup is not exaggerated like clown makeup."^ 

Simplicity is the key to effectiveness--just as in the move

ments of the mime himself. Just as the art of mime has 

changed over time, so has his makeup. More creativity is 

allowed as long as the primary essence of the virtually 

featureless mime is sustained. The face of the mime is 

allowed to move and show all the emotion that he feels, but 

his face is covered enough that the spectator must read the 

expression of his body to discover the subtleties of his per

formance . 

Silence 

The mime must not forget his ability to communi
cate, for it is his ability to communicate non
verbal ly that has attracted and developed his audi
ences. The contemporary audience is ready to ac
cept the non-verbal skills of the mime because 
these very skills are what make the mime so appeal
ing. There is an uneasiness with language.lo 

The art of theatre is primarily a verbal art. The actor 

depends on words; the mime thinks in terms of his words; and 

the playwright has no other way to express his ideas but with 

words. Like the musical composer, the playwright depends on 

symbols, written on paper, to be read and interpreted by 

other artists. 

Even if the author were a specialist in autonomous 
diction and Mime, and were therefore aware of what 
one can expect from these two scenic arts, the mere 
fact of being seated at a table, equipped with a 
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pen, ink and blank sheets, would prompt him, in 
spite of everything, to express the idea entirely 
with words. Although he may resist this tendency, 
it sweeps him away and carries him too far. Things 
are what they are: we are faced with a system in 
which the script has primacy and where nothing must 
be allowed to draw attention away from the spoken 
word.i1 

The world of words with which one finds himself chained 

causes him to opt for the easiest means of expression--a 

codified language where the body does not really need to 

exist except as the container for the voice box and the 

holder of the pen with which scripts are written. 

The script of the actor usually dominates his art. He 

finds himself becoming a prisoner to the printed word. He 

must know what the author's intent is and whether he should 

follow the stage directions exactly or deviate according to 

the director's commands. The mime is free from these 

worries. "While in rehearsals it was interesting to see how 

we have to work off each other through bodily exercises in 

contrast to scripted dialogue that prompts action. We are 

the scripted dialogue!" (See Appendix A, p. 236) 

Action takes precedence in mime. Words are not even 

important in the process of communication. "Both author and 

actor must never forget that the silent drama is a kind of 

dream quietly unrolling before an audience, which must not be 

brutally awakened by a badly modulated noise."i2 

The audience must never be allowed to forget that the 

mime moves in a world of silence that cannot be broken by 

scripted dialogue. The only sounds of the mime are the inner 
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workings of his physical mechanism. He can hear his heart 

beat in his ears and the rhythm of his breathing. Even his 

footsteps should be silent. His is a feeling of isolation in 

which he is protected by the silence. Nothing can penetrate 

the silence, because nothing within the realm of the audible 

is allowed into his world of silence. Although he can hear, 

the audience cannot hear him. This double standard gives him 

an emotional advantage. The mime knows what the audience is 

feeling and thinking by their sighs, their applause, and 

their laughter, but the audience can only know as much as the 

mime allows them to know. His silence is his power. 

The mime listens to the silence of his audience. 
A multitude of breaths, more or less tensed, of 
hearts beating more or less in unison, of laughs, 
giggles, sighs, gasps do not interrupt the silence. 
Far from it. They give silence texture and mean
ing. They are like the crackling of a good fire, 
the mark of an appreciative and warm audience. The 
mime wants to nourish this fire, and to do so, he 
must listen attentively to the silences of his aud
ience in order to sense its pulse and its rhythms. 
So, of all things, the mime must have a good ear. 
Jean-Louis Barrault once said that man "wrinkles" 
space; one could say that a mime wrinkles si
lence. 1 3 

The mime is denied the "luxury" of the spoken word, and 

this deprivation gives him a strength and agility of his own. 

He can manipulate more than just words and their inflections. 

He can manipulate time, space, and silence. 

The mime moves in several dimensions. We know the 
three dimensions of space and the fourth dimension 
of time. There is another dimension the mime must 
consider: the dimension of silence. For, clearly 
the mime, above all others, moves in silence. Even 
if he should finally add music, he still defines 
himself by having first mastered a voiceless and 
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often soundless stage. Silence, like time, is rel
ative; it depends upon who is listening and where 
the listener is. The audience hears nothing be
cause the mime has absorbed all of his sounds. 
His walk or his stomp across stage make no noise. 
A sneeze, a laugh, a clap, even his breathing are 
there but not to be heard, for if they were heard, 
his illusion would end. The mime creates a world, 
then, where the invisible approaches the in
audible, i * 

It has been established that the silence of the mime is 

an accepted convention. The tradition of silence is, in 

several instances, the thing that separates mime from acting. 

The mime thinks in verbal terms as the actor does, but he is 

not allowed to utter those thoughts. His actions are more 

stylized than the actor's because he must use every inch of 

his body to communicate the words he is forbidden to utter. 

The actor can learn from the mime. He can learn the power of 

silence. He can use this capacity to a lesser degree. The 

power of the "pause" is the actor's tool. He can also manip

ulate the silence in which he occasionally finds himself. 

Like the mime, the actor must gain confidence from the 

silence and not shy away from it. The difference is that 

when the actor begins to speak again, because this speech is 

not foreign to the actor's audience, he continues to hold the 

power that he has just struggled for in silence. He has now 

shown his audience that he has another trick up his sleeve 

and that he is not afraid of the isolation that the silence 

has bestowed upon him. He can begin speaking again with the 

confidence that he has not broken any convention. He con

tinues his thought process--aloud this time. 
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May a pantomime make use of one speaking role? or 
of one line? or of one word? No! a thousand times. 
No! Not a role, not a word, not even if this sing
le word should be needed to produce a profound sen
sation. A single word would shatter brusquely the 
fragile charm built up with so much care. Sus
pense, illusion, the dreamy feeling, would all fall 
in pieces and crumble before this clap of thunder. 
The audience would not consent further to silence, 
dumbness would not be permitted, since this word 
has been spoken, why not all the rest?i5 

The convention of silence is steeped in tradition, and 

to break it would be to break the silence of a thousand 

years. As the mime composes his own internal script, rhythm 

and song, he composes it in silence; thus, he performs it in 

the same manner. His is the purity of thousands of years of 

tradition. The mime continues his silent communication and 

never stains his honorary heritage. 

Masks 

The use of masks in mime goes back as far as mime 

itself. The average white face is considered a mask in its 

own right because it functions in the same manner. The 

Greeks wore masks in legitimate drama, and this convention 

carried into the mime performances of antiquity. 

The subject of the mask in the mimic drama is one 
fraught with peculiar difficulty. . . . The state
ment is usually made that in the days of the Roman 
mime these masks were not employed, but such an as
sertion seems to demand qualification. . . . the 
use of masks persisted into the Middle Ages, and, 
as the mime was by far the most popular of Roman 
entertainments, it is reasonable to suppose that it 
was through these plays that the knowledge was 
passed down to succeeding generations. . . . it 
seems probable that some parts at least required 
the use of exaggerated and comic masks.i6 
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The mimes of antiquity were inflexible masks, whether or 

not the tradition was carried through every age. "The masks 

for pantomime had closed mouths."i7 This fact implies that, 

like today's mime, the mime (pantomime) of antiquity was not 

allowed to speak. 

The makeup of the mime is considered to be a "neutral 

mask." A neutral mask is one with no expression--usually 

white--that gives no impression of character. The physical 

mask is not unlike the white face of the mime. "The basic 

white makeup mask, so classic in some Mime performances, was 

developed to erase the individuality of the performer."i® 

This is not only the task of the white face, but of the 

three-dimensional, neutral mask. 

as some mimes have discovered, a flexible mask such 
as the makeup mask does not satisfactorily deper
sonalize the face. A completely rigid mask with a 
fixed expression emphasizes the body and its move
ments. When a mime wears a rigid mask, he gives 
new life and meaning to his body; and he also 
breathes a life of sorts into his mask.i^ 

The masks of most training programs are rigid masks of 

either neutral expression or one fixed expression. These 

masks help the student to emphasize the body and the 

emotional life of characters. "The mask of the mime allows 

him to explore and develop . . . fantasies and to present 

them to his audience as each member of it might have dreamed 

them."2 0 

To lead actors into familiarity with a neutral at
mosphere in their own bodies, Copeau assigned his 
students to work with masks. In Copeau's use of 
the mask to rid the actor of temperamental habits. 
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Etienne Decroux found the germ of his severe and 
abstractive corporeal mime. Decroux noticed that 
the mask reveals the personality of the wearer. In 
commonplace actions as well as dramatic ones, the 
actor's idiosyncratic way of moving tended to drown 
the movement itself: under the mask how becomes 
more important than what.21 

Ettiene Decroux first began to understand the concept of 

corporeal mime from viewing class work with masks. His first 

reaction was to question the viability of mask work. 

I said to myself, "If the face is covered, how can 
they express anything at all?" . . . Then I saw the 
carefully done improvisations and exercises with 
inexpressive masks. We saw the body moving quite 
well and were not distracted by facial expression. 
That's how I saw the importance of mime that I call 
corporeal. They called it the mask.22 

The mask and the mime are so inextricably linked that it 

is difficult to talk about the expression of one without the 

other. As Decroux discovered, both prevent the face from 

taking primary focus in attempts at expression. The body is 

the primary focus of expression. Mime takes the mask a step 

further and uses only the body to communicate. The mask can 

"speak," and often did so in antiquity. The body speaks for 

the mime. 

In mask training, physical expression must be realized 

in order to help in articulating the mask's "feelings" and 

"thoughts." "While taking mime, I was also involved in a 

mask characterization class. Mime really helped me focus on 

the body and be able to put my mask in my body so everything 

within me is communicating what it is the mask needs to say." 

(See Appendix A, p. 237) 
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The masking process is a means of creating character. 

Excluding basic character traits, it probes the heart and 

soul of a character by exploring the inner depths of the 

actor's own emotional awareness. Mime helps to refine the 

subtleties of the character that the mask creates or "draws 

out" from the emotional center of the actor. Mime makes the 

internal external just as the mask does. 

Mask training should begin by "developing an awareness 

of the body's articulations and of the images that the body 

can project into space. The mask then becomes a way of 

learning the meaning of those articulations and images."23 

The method of developing such an awareness is through mime 

training. 

The neutral mask is a way of understanding perform
ance, not a way of performing. The mask is a tool 
for analyzing the quality of the body's action. 
The mask hides the face, but reveals the attitudes 
and intentions, the nuances, the feeling tones, 
that are otherwise only dimly sensed in a person's 
motion or stillness. When he carries it, the actor 
must communicate through his whole person; and the 
spectator must perceive the expression of the whole 
person. The experience can be frightening, because 
it is like being, or perceiving, a second person 
within the familiar body. Because the neutral mask 
is empty to begin with, it fills with whatever 
expression is perceived in the body.2* 

The mime needs the mask (at least in the form of the 

white face) to give shape to his body. He needs the 

neutrality that the mask can give him or the instant 

characterization. Just as mime training helps to emphasize 

mask training by emphasizing the physical subtleties of 
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characterization, the mask helps the mime give definition to 

his body and its expression. 

one cannot simultaneously and fully use the body 
and the face as means of expression without one of 
these two being overshadowed by the other. Faced 
with the necessity of a choice, the modern mime 
decided in favor of the body. He remains faithful 
to this decision in wearing a "neutral" mask or 
else one synthesizing the qualities of some partic
ular expression.25 

Even the white face mask adds neutrality to the mime and 

allows his body to move freely. The performance of the mime 

needs the mask to give the often wearied artists an extra 

dimension with which to perform. The "mask" traps the 

energy of the performer inside and allows him to draw from 

that energy to feed the rest of his body. 

"The white face makeup made 100% difference!! I think 

that was the one thing that made the difference in the way 

the performers felt about what they were doing. It added 

just that little extra "oomph" that the performances 

needed!!" (See Appendix B, p. 304) 

There is, then, a curious kind of transaction that 
develops between the fixed mask and the moving 
body, one that the mime tries to take advantage of. 
Mask and body together emphasize life even as part 
of the spirit is hidden. The ultimate truth about 
the effect the mask has--and it is true for any
body, mime or non-mime--is that it makes the body 
more naked, showing both its limits and its possi
bilities. The body can too often hide behind the 
face, and this is something the mime only occasion
ally wishes to do.26 

Props and Scenery 

As a quick history of antique Mime shows. Mime is 
not pure. The question for modern Mime is only in 
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its priorities; it begins by demonstrating the im
portance of controlling the body and its meaning. 
Where it ends is another matter. Once the mime 
knows how to make his body self-sufficient, not 
dependent upon text or music or scenery, he loses 
nothing by adding new tools and new accents that 
can help mold his vision.27 

The incorporation of any settings or properties in a 

mime performance can be considered extravagant. There should 

not be a need to add either of these elements as a replace

ment for mime technique. If the mime cannot create the 

illusion of carrying a parasol, he should learn. He should 

not depend on the prop to carry the meaning. Illusion is the 

art of the mime, and, if he cannot create illusion, he is not 

a mime artist; he merely knows a few mime "tricks." If, on 

the other hand, the performer is able to create such illu

sions with ease and skill, he may choose to enhance his 

performance with props and scenery. "By adding scenery, he 

will find that he can highlight the effects of his body 

differently, not clouding its power but enhancing it."28 

The only true rule for the mime is that he should be 

able to create anything with his body that he can bring on 

stage with him. If, within the concept of a mime he should 

decide to incorporate scenery or props, (as with costumes) 

the performer is justified in doing so if he can comply to 

the above rule. His art is the body--the creation of 

anything and anyone he chooses to create. He may choose 

to enhance that art just as the theatrical designer and the 

costume designer enhance the art of the playwright and even 
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the actor. The addition of costumes from the correct period 

or a setting that depicts the interior of a kitchen real

istically only serve to complement the playwright's words and 

the actors' characters. The actor--if he is truly an actor 

of any talent--can perform the words of the playwright with

out any setting and in neutral clothing. The playwright's 

words can be read. Like the mime, the actor must adhere to 

the simple rule that he can do anything without embellishment 

that he can with it. 

I do not suggest that all Mime be group Mime or 
multimedia Mime. Far from it. A high level of 
tact will always be necessary. The mime should 
not drop the solo performance as an impulsive re
action to the established expectations of his audi
ence. Neither should he pick up all the parapher
nalia of mixed media simply because it is fashion
able. He should be open. He must feel the logic 
of what is to be said and be free to recognize the 
limits of one mode in order to gain the liberties 
of another.29 

The mime's ancestry is rich in tradition. What is 

"expected" of the mime is a silent individual dressed in 

black with a white face. This definition leaves little room 

for improvising. The modern mime, like his predecessors, 

must experiment with different styles and different concepts 

to improve upon his art. One of those concepts is bound to 

include props, sets, music, and various costumes. This is 

not to be considered blasphemy towards the mime tradition. 

Quite the contrary. The tradition of mime is instilled with 

experimentation in the search for what mime is today and 

what mime will be tomorrow. The only tradition that must be 
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followed to the letter is the use of the body as the sole 

means of both communication and expression. Beyond that, the 

mime--the true and skilled mime--is free to let his imagina

tion "run wild," at the same time that he guides his audience 

to do the same. 

k k 
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CHAPTER VII 

THE MIME, THE MASK, THE MUSIC: 

THE FINAL PERFORMANCE 

After a great deal of hard work, the performer needs and 

deserves feedback concerning the results of his labor. The 

performer can evaluate himself, and the instructor monitors 

improvement throughout the training process. The best judge 

of accomplishment, however, is an unbiased third party. The 

best way to let the performer know how he has done is to let 

him perform for an audience. This performance should not be 

for conceit or praise, but to allow the performer to estimate 

his own worth in terms of audience response. 

The mime needs an audience perhaps more than any other 

artist. It is his world of illusion that is his art, but he 

does not entertain himself with this illusion. He knows the 

laws of gravity, opposition, etc., that make his art what it 

is. There are no surprises for the mime. He performs for an 

audience to be amazed and amused. He needs to know if his 

illusion is successful. 

This audience response is what the mime must learn to 

manipulate next. He can already manipulate his body and, to 

some degree, his mind. Now the mime is ready to manipulate 
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the visual awareness of his audience. He must take his re

lationship with his audience very seriously. 

The other edge of a mime's limits--and his liber
ties, for that matter--is at the edge that directly 
touches his audience. The audience comes to see 
him; often it pays to come. The mime comes to com
municate. Mime, like all art of the theater, makes 
possible that rather subtle bond between those who 
watch and those who do. It is a bond based upon 
trust and a good deal of respect, i 

The mime often feels the tendency to give himself com

plete freedom in his performance. Because he has trained his 

body and worked hard to complete his illusions, he feels that 

he can be begin to experiment. This experimentation is a 

good thing in class and in rehearsal, but once the audience 

has come through the doors, he must take them into account 

with whatever he does on stage. 

It is foolish to idealize one's audience, just as 
it is foolish to idealize one's own rights as an -
artist. The point in theater is that a collabora
tion is going on, in this case between the mime and 
his audience. An evening of good theater is enter
taining, but at its best it is something more than 
that. In order to get beyond the sheer fun of an 
entertaining evening, the mime must perform at his 
highest level without being lured by a false sense 
of freedom. At the same time, he should not become 
a buffoon simply to satisfy his audience. Too much 
freedom on the mime's part separates him from his 
audience. Too much buffoonery separates the audi
ence from itself.2 

It is easy for the beginning mime to take his new found 

art for granted and to perform anything that comes to his 

mind in any fashion he desires. The audience will not stand 

for this decision. The primary reason is the silence. The 

mime cannot recapture a sleeping audience by shouting his 
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next line, and he cannot paraphrase his actions for fear of 

losing the illusion. The mime is often at the mercy of his 

audience. If they do not watch and respond, he can only try 

harder. What the mime ideally wants is an audience that 

responds and appreciates his unique form of artistry. 

The audience, on its part, must be willing to let 
its expectations change and grow. It will find it
self passing from the effortless appreciation of a 
good joke--basically passive even if expressed by a 
loud belly laugh--to a more active appreciation 
where humor may be more silent but more gentle and 
rich. Both the mime and his audience will have to 
concentrate. Still, this new density will bring 
them together, leaving them both with the feeling 
that an experience has been shared and that some
thing new has been achieved.3 

At the same time that it can be a hindrance, the silence 

of the mime can be a blessing. The mime has the language of 

the body that everyone can understand--if the mime is skilled 

at his art. The language of dialogue and literature can be 

both confusing and deceptive. A performance in a foreign 

language can be baffling until the audience member tunes out 

the foreign words and watches the actions and body language 

of the performers--again supposing that the actors are 

skilled in their art. Once the spectator watches the subtle 

nuances of the body, the performance takes on a whole new 

life of its own, separate from the words. 

The dialogue of many scripts is often too difficult for 

the average audience member to understand, or too far below 

his level of intelligence to be entertaining. The mime does 

not have this problem. 
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The expressions of the poet are rarely at one with 
the sensibility of the spectator, . . . Pantomime 
does not seem to me to have this inconvenience. It 
indicates the situation and the sentiments of each 
character only by steps, gestures, movements, and 
by the expression of the physiognomy; and it leaves 
each spectator with the task of adding his own di
alog, which is all the more just because it is al
ways in terms of the emotion received.* 

The mime must share his art with his audience. He must 

develop his skills and bring a new sense of reality to the 

spectators who desire the knowledge of this physiological 

realm of possibilities. It is for the audience that the mime 

refines the discipline of his body and perfects his art of 

illusion. After many hours of tedious work, the mime is now 

ready to prepare for his performance. 

The Preparation 

The students involved in this study were required to 

perform for an audience at the end of the semester of their 

training. The performances were scheduled for two evenings. 

The first step towards preparing for these performances was 

for the students to polish each mime that they performed 

during class. The instructor helped each student to complete 

his/her mimes. 

It was the instructor's job to plan the program, polish 

each of her students' performances, choose music for the 

group mimes, and make slides of the art pieces chosen by the 

students throughout the semester. 

The instructor helped the students perfect their mimes 

during the scheduled class while she planned the performance. 



188 

Her first task was to set the order of performance and then 

to develop transitions for each mime. Each of the mimes per

formed during class were to be presented for the audiences. 

The order was determined by splitting each of the mimes 

into categories. Each student performed a "campus life" 

mime, an abstract painting mime, and a realistic painting 

mime. As couples, each student performed a "Lovers" mime. 

The other mimes that were to be presented were the "Prodigal 

Son" mime, the "Emotion" mimes, and two improvisations: a 

tree and a fire. 

The mimes were then labeled as comedy, drama, or just 

"light" entertainment. Including the group mimes, there were 

seven comedies, ten dramas, and seven "light" pieces. The 

Next step was to determine order. The instructor had to take 

several elements into consideration when constructing the or

der: no student was to perform any two of his individual 

mimes in a row; there had to be ample time for each per

former to catch his breath before the next piece; those 

mimes requiring props or costume changes had to be given 

enough time for the performer to prepare; the group mimes 

needed to be far enough apart to add variety; and the order 

needed to be split in terms of comedy, drama, and "light" 

pieces. 

The instructor decided to start the show with something 

dynamic, like a group mime, that would capture the audiences 

attention and end the program the same way. The order was 
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usually split with a dramatic piece followed by a comic 

piece, then a light piece, then back to a dramatic piece. 

Because of costume changes and an uneven number of students, 

the "Prodigal Son," "Emotion," and both improvisations had to 

exclude one person each time. The instructor had to take 

this into consideration also so that no one person would be 

left out each time. 

The last consideration for the instructor was that no 

two "types" of mimes should be presented in a row, if at all 

possible. There should not be two realistic, abstract, or 

"campus life" mimes in a row. To provide a more dynamic 

ending, the instructor ended the show with two group mimes of 

different content to give the audience a final look at the 

group. The instructor also choreographed a final bow that 

included the exercise "Picking a Flower." 

Once the order was determined, the instructor began to 

choreograph transitions between each of the mimes. In many 

instances, the slides of the various paintings were a suffi

cient transition, but the group mimes had to be more 

creative. Several of the individual or duet mimes, such as 

the "Lovers" mimes and the "Emotion" mimes, had to be com

bined to save time and for effect. 

The "Emotion" mimes incorporated the use of masks. Each 

"emotion" had its own type of mask. For instance, "anger" 

wore a red mask while "fatigue" wore a lifeless white mask. 

There were only six masks so that six of the seven emotion 
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mimes were combined into one mime. The six performers were 

placed according to the intensity of their mimes. The 

stronger emotions--anger, frustration, and fear--were on the 

back row while love, infatuation and fatigue were on the 

front row. The seventh person performed his mime before the 

"Emotion" mime to give the other performers a chance to put 

their masks on and to enter for the mime. The instructor 

chose music for this mime that would seem fairly "generic" in 

terms of emotional content because of the combination of such 

opposing emotions. The music chosen was Phillip Glass's 

minimalistic music entitled "Floe."5 

The "Lovers" mime included three out of the four couples 

because one student was not enrolled in the class and the 

other partner could not perform alone. This mime was 

combined to be a collage of scenes about the trials and 

tribulations of couples and their relationships. The 

instructor choreographed a beginning sequence to get each 

performer on stage and to establish a through line of action 

and motivation. 

The mime started with one female stepping out and kneel

ing. Two men leap from the audience to the space behind her. 

The woman extends her arms to each side and then looks to the 

right. The stage right man puts his hand in hers. She then 

looks left, and the stage left man places his hand in hers. 

She looks forward as if pleased with her domination of the 

male sex. The first man attempts to touch her face twice. 
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and she blocks his hand. The second man then tries, and she 

blocks his hand. At this moment, another female enters the 

picture. She leaps on to the stage from the audience and 

freezes. The trio look at her. The girl spins across the 

stage as if seducing the men and then freezes. The second 

man pulls away from the woman and makes eye contact with the 

second woman. Then a third woman enters the picture. She 

leaps on to the stage, and the first man looks at her. She 

spins to the opposite side, and he pulls away from the first 

woman. The first woman sinks dejectedly to the floor. At 

this moment a third man leaps onto the stage as if to the 

rescue. The first woman lifts her head, rises, and walks 

down stage to the center. The various couples leap or spin 

into place with their partner in the starting position for 

their duets. Each couple then performs its own ritual, and 

the couples all end in freezing poses. 

The music chosen for this piece was also by Phillip 

Glass because of its lilting and almost "haunting" effect. 

The song was the "Closing" of his Glassworks series.6 

The "Prodigal Son" mime began the show. Once again, be

cause of the uneven number, one person had to be left out of 

this mime. The same choreography applied to this mime as 

outlined in Chapter III. The mime was enhanced by having 

three couples perform it in two vertical lines, each starting 

and ending the mime at different times. This "ripple" effect 

gave the mime a mystical feeling. The music combined a New 
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Age melody with Gregorian chant sounds. Liz Story's "Ubi 

Caritas"7 was chosen for its ritualistic feeling and its 

resemblance to the religious chants of the Gregorian monks. 

The two improvisations--the tree and the fire--were 

included in the program to give the audience a glimpse at 

this type of ensemble work. The music for each mime was 

chosen in terms of the qualities. The "fire" improvisation 

was accompanied by Tangerine Dream's song "The Kitchen" from 

the soundtrack of the movie Legend.» The music itself sounds 

like flickering flames that begin slowly and then lash out. 

The music finally begins to die down, as does the mime 

itself. The music fit perfectly with the improvisation of 

the performers, but the mime was not dependent on it. 

The music for the "tree" improvisation was from 

Tangerine Dream's "Ricochet (Part Two)"^ The music was very 

slow and deliberate, like the performer's mime. There was a 

very mournful quality to the music that slowly changed as the 

seasons of the tree's life changed. The music ended with a 

last sustaining note that gave the improvisation a sense of 

hope that the tree would continue growing and blooming. 

The final mimes of the performance were the two group 

mimes, "Lovers" and the abstract "Box" mime. When the 

"Lovers" mime ended, the performers exited in the dark to get 

the boxes for their heads. The music for this mime began in 

the dark to fill time for the performers to get into place. 

The slide of the painting appeared during the transition. 
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The final event was the curtain call, or "bows." At the end 

of the "Box" mime, the performers came down stage in a semi

circle and began the routine of "Picking a Flower" to give t 

the audience in a "ripple" fashion, and then the ripple began 

over as each person hopped forward and bowed. After the last 

person in line bowed, he came back up with his arm and 

brought it down by his side. This effect rippled to the 

other end, and each person turned and walked out in a ripple 

fashion. The music for the bows was "Another Country" by a 

New Age group called Shadowfax.io 

The final preparation for the performance included 

making two master tapes of all the performance music and 

having slides made of all the art works used for the various 

mimes. Once these jobs were done, the technical crew was 

brought in to do sound, light, and slide cue rehearsals. Two 

people were responsible for all of the technical cues. 

The slides were not only used as references for the 

audience, but as transitions between each of the mimes. When 

each mime was finished, the lights would fade completely out, 

and a new slide would appear for each mime based on a paint

ing. The slide stayed on the projector screen during the 

mime and the transition. The screen was blank during the 

"campus life" mimes, and slides were brought up during the 

transition into the next mime so that the audience had 

constant visual images. 



194 

The music was faded in or out according to the mimes 

themselves. Because the mimes were not choreographed to the 

music like dance, most of the mimes never ended with the 

music chosen for it. The music often had to be faded out 

while another piece of music was being faded in. For this 

reason, the instructor constructed two master tapes with the 

help of her technical crew. 

After three technical rehearsals and a final dress, the 

students were ready to perform. They were ready to show an 

audience their expertise and their artistic growth. Whether 

each student could be considered an expert mime performer was 

not relevant. The crux of this study was to see growth in 

the performers as "actors" through the study of mime. The 

growth of physical awareness was apparent. The objective was 

not to turn each student into a mime performer, but a more 

competent actor. The performance before an audience would be 

an important step towards this realization. 

The Performance 

The final phase of this study was the performance of the 

work done in class by the seven students who participated in 

the mime class. The title of the performance was The Mime. 

The Mask, The Music. The program outlined the various mimes, 

their "types," and all of the elements that were incorporated 

in each mime. The program outlined the performances in the 

following way: 
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The following performance is a culmination of the work 

done in mime class taught by the director for her disserta

tion project. The emphasis is in the ability for using mime 

as an actor training technique. This class was taught with 

an interdisciplinary approach combining art, music, and 

theatrical elements. 

Each student choreographed his/her own mimes and chose 

their own music and paintings. The mimes are broken down 

into the following types: 

"Campus Life"--some element of campus life was exposed 

and put to music. 

Abstract Paintings--an abstract painting was chosen by 

the student as the subject of the mime and the performer 

interpreted it, chose a way to physically express this 

interpretation, and set it to music. 

Realistic Paintings--this is the same as above, but the 

performer chose a realistic painting as the subject. 

In addition to these individual mimes, several group 

mimes are performed including "Lovers," "The Prodigal Son," 

one based upon an abstract painting chosen by the teacher, 

one based upon various emotions chosen by the students 

involving masks, and two improvisations--the growth of a tree 

and the spreading of a fire. 

The performances ran very smoothly, and each student 

performed his/her mimes to the best of their ability. There 

was tremendous growth seen by the instructor during the 
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performances. The audiences were not full during either per

formance, but the response of the ones that were there was 

very positive. "There were other theatre students that came 

to see the show and seemed really impressed with the whole 

concept of mime and its implications on the actor training 

process." (See Appendix B, p. 305) 

Based on the performances and recommendations of the 

students in the class, the instructor chose to teach the 

class the next semester. Several students showed great 

interest in taking the class because of the improvement 

shown, not only during the performances, but in other acting 

classes. Because other students saw a great deal of 

improvement in their fellow classmates, they requested 

that the instructor teach the class again. 

Other than physical control, one of the most important 

accomplishments of the class during the performances was 

their ability to relate to the audience and to perform for 

them. Each audience was different. The first audience was 

not very verbal. The second audience clapped after each mime 

and was very verbal in their responses to each mime. The 

students were able to compensate for this difference. They 

did not push too hard for laughs on the first night, and they 

did not go beyond the bounds of protocol when the audience 

was responding more the second night. The discipline that 

each student received was obvious more during these perform

ances than at any other time during the study. This growth 
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shows a maturity that each performer will take with him and 

will continue to incorporate in his acting and in his life. 

Perhaps more than some other theater artists, the 
mime finds it impossible to perform for himself and 
be satisfied. The actor has the sound of his 
voice, something to hear, something to parade in 
front of even when alone in a room. The dance has 
the elation of his physical prowess; the singer has 
the comfort of his music. But the mime has only 
the ability to create an illusion for others--it is 
not an illusion for himself. so Mime is an art 
that cannot afford to believe it exists and sur
vives simply for the sake of art. It exists for 
the sake of its audience.n 

Mime training gives the actor a sense of selflessness 

which will allow each performer to rise to new heights before 

audiences and his fellow actors. The actor, who has trained 

his body and his mind to "give" so much expression to an 

audience, will benefit from a shared awareness that can only 

come from selfless generosity and a passion to communicate 

the inner depths of his soul. This passion is born out of 

the art of giving called "mime. •I 
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CHAPTER VIII 

CONCLUSION 

The training of actors from "babes in the woods" to 

professionals requires a great deal from the teachers/train

ers who are responsible for their growth. The limited amount 

of time--four years on the average--and resources--space, 

materials, and faculty--force teachers to pick and choose 

very carefully what to include in acting curricula. Classes 

that will have the greatest impact and form well-rounded 

actors are of primary concern for theatrical educators. 

One of the first responsibilities of educators is to 

examine and identify the most important elements needed in 

the actor's education. The actor's instruments--mind, body 

and voice--must be addressed in such an educational process. 

Voice classes are of great importance in training the vocal 

mechanism of the actor. A variety of these classes is 

usually offered in most theatrical educational facilities. 

Students also take dance classes, acting classes, and classes 

in related disciplines. 

Through his training, the mind set of the average actor 

has forced him to separate his body from his mental capaci

ties, and both from his voice. Consequently he begins to 

place emphasis on what he considers to be the most easy to 
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access--his voice. Often the results are dangerous because 

he begins to place too much emphasis on his voice, and he 

does not use it properly. Finding a way to develop growth 

and coordination between all three of the actor's instruments 

is a difficult task. "When the actor ceases to appear on the 

stage with his body, he will be justified in disregarding the 

art of the body."i 

It is the belief of this instructor that mime is an 

important link in the actor's educational "chain." It is 

mime that can train the body to communicate and the mind to 

"think." There is no emphasis on the voice, but the mime 

artist thinks in verbal terms; the actor can begin to place 

an appropriate amount of emphasis on words without straining 

his voice while trying to make it do all his of work for him. 

Concentration, strength, agility, confidence, flexibility, 

awareness, focus, technique, and discipline are benefits of 

mime training, to name a very few. Any class that can 

combine all of these advantages under one title is a must for 

any acting curriculum. The actor who takes a mime class 

finds for himself a new array of possibilities associated 

with the body and its capabilities. "Learning mime has 

helped me to develop some skills in communicating with my 

body. In acting it is easy to rely on your facial ex

pressions and voice to communicate." (See Appendix A, p. 244) 

The ability and skill of the actor is only as vast as 

his knowledge. The training that he receives broadens his 
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horizons and opens up new pathways for him to follow. The 

actor will not progress and will not improve until he is 

presented with new tools with which to work. Through mime as 

a tool, he can carve new roads and build new mountains to 

stand atop. As long as the actor continues to grow in his 

mental capacities, he will continue to expand his craft. 

Mime is not only the training of physical technique. It 

is a great gift that enables the actor to become philosopher, 

as he must unravel the great mysteries of the human body; 

magician, as he is the master of illusion; creator, with a 

world of creativity and imagination at his fingertips; and 

explorer, with this reality and beyond for the discovering. 

With objects, the mime knows realism; with subjec
tive life, he expresses sentiment. Thanks to his 
imagination, the mime transposes realism and senti
ments, and invents a poetic reality. From there, 
he builds a poetic art which in turn will become 
music, i.e., at the same time language, dance, and 
song. This transposition is not a distortion. 
Poetry is not caricature. In the mysterious si
lence of life, each object shows itself as a fan
tastic being: a fascinating Presence. The subjec
tive reactions which arise in us before this Pres
ence are astounding.2 

The study of art and music are needed to make the 

individual more "cultural." The study of dance makes him 

more "aware." The study of mime makes him whatever he wants 

to be. 

Mime is a lonely art, for the mime works in a soli
tary world inhabited by phantasms which take only 
transient physical form through him. . . . Mime 
opens up a new world to the beholder, but it does 
so insidiously, not by purposely injecting points 
of interest in the manner of a teacher or tour 
guide. The mime is no more than the physical 
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medium--the instrument on which the figures of his 
imagination play their dance of life. He, or she, 
is a lonely figure in whom neither the audience nor 
the figures of their imagination have any interest. 
As in any of the creative arts, the viewer is con
cerned only with the results of the invention. To 
me, the realization of this loneliness is an asset, 
for it provides a sense of that isolation in which 
one is free to abandon oneself to the expression of 
those images with which one is obsessed.3 

All that is given the human baby is his body and a brain 

to teach him how to use it. Man created music and poetry out 

of the music and poetry of his soul that yearned to surface 

and be heard. The body has always been around waiting for 

its chance to dance, to run free, and to be applauded for its 

efforts. The music and poetry of the soul could only be 

brought forth through the efforts of the body in its desire 

to communicate. The invention of mime is the invention of 

communication. What better medium of expression than the art 

of mime to communicate the inner thoughts and desires of the 

soul? "It's interesting to see how each person carries a 

slightly different theme yet the body exercises once again 

lend suggestion to the communication process." (See Appendix 

A, p. 232) For this reason the body is being applauded for 

its efforts. Man has since raised the art of the body to new 

heights. 

[Mime] awakens . . . vivid emotional responses, and 
even affords . . . an experience which is essen
tially spiritual in nature. The contributions of 
the Mime? In less time than it takes to write 
about it, eliminating props and settings, the Mime 
carries us from one place to another. With a min
imum of gestures, it offers a maximum of 
expressions. Its substitute images immediately ad
here to the scenic scale. The Mime is in keeping 
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with the grand style through which the Moliere of 
the Comedies, the Amusements, and the Farces . . . 
raised the Theatre to new heights.* 

"Born in silence, modern mime seeks its place in a world 

of words."5 Though the world around it changes, the art of 

mime will still be present in every gesture and every move

ment of the body. Its definition will change to meet the 

needs of the "world of words" in which it finds itself, but 

its basic shape and function will remain intact--the app

lication of communication and expression. 

The art of mime is the art of the "internal verse." The 

internal world of the mime is a silent replication of the 

external world: a world of a thousand words that cannot be 

uttered, for to do so would betray the silent suffering of 

the artist--the mime. The mime is susceptible to the agony 

of the external world to which he is a part and yet cannot be 

a part. He must suffer alone and, in doing so, become a 

manifestation of the world he represents. He is a silent 

portrait of what man is and aspires to be, yet he cannot 

partake of the communion between man and his fellow man. He 

cannot touch the world of words which he represents through 

his actions; he would then be unfaithful to his inner world--

his silent verse. 

When the actor-mime sustains his dramatic action 
with the inspiration of his thought, the sensitive 
response he induces is the echo of his soul, and 
the gesture becomes a silent inner song. The ac
tor-mime vibrates like the strings of a harp. He 
is lyrical: his gesture seems to be invested with 
a. poetic halo. 6 
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The heritage of mime is steeped in pride and honor. The 

future of mime is precipitated by uncertainty. Like the 

clown, the mime wears a neutral face that masks his inner 

struggle for identity, with the full understanding that his 

world is one of anonymity. This anonymity forms a barrier 

between him and the universe that he tries so desperately to 

touch. As he comically struggles to tear down the 

illusionary wall that traps him in his illusionary space, he 

tragically endeavors to reach beyond the world of silence to 

which he abandons himself. He must reach beyond this barrier 

with gesture, for words cannot penetrate his wall of silent 

suffering. 

Mime does not promote the physical for its own sake 
or for the sake of visual effects or choreography. 
Mime's physicality always struggles to project a 
state of being, of feeling, of meaning. It is an 
articulate language, in part returning to the mys
teries of the ritual, in part remaining in the 
world of the human. It is in the world before 
language and before the word, in the beginning of 
things. However, it reminds one of the power of 
language and the need for it. The irony of Mime 
is: if there were no spoken language, it would 
remind us to create one.'' 

Through the course of this study, the instructor has 

witnessed the personal and professional growth of seven 

students. The results were rewarding not only for the 

students, but also for the instructor. The transmission of 

knowledge is a great pleasure, and a great relief. It is not 

until theories and practical information are shared that one 

can feel the reward of guiding the scholarship of one's 

students. Relief comes in watching those theories put 
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into practice--seeing technical improvement and personal 

development. There can be no greater reward than the know

ledge that one has somehow touched the lives of one's 

students. This prize shines brighter than any trophy on the 

mantle. 

The instructor was able to witness the same growth of 

her students that she herself experienced through a disci

pline that she deems not only important but necessary in the 

development of actors. Beholding this sight was like holding 

up a mirror to her own growth process. The idea of initiat

ing this study came from a desire to share the confidence and 

skill that she gained through the art of mime. 

This study was a success based upon the development of 

the seven actors/students who participated in the project. 

The instructor witnessed improvement in all technical areas 

of bodily development and in the overall projection of ex

pression and physical communication. The students who par

ticipated developed skills not previously exhibited in their 

work as actors. The final confirmation of this development 

was positive audience response and the favorable comments 

of fellow artists, as well as teachers who saw a definite 

improvement in their students during participation in the 

mime class. 

The success of the students' work will continue to 

improve their craft even though they no longer participate in 

a formal mime class, because they are now aware of the 
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language of their bodies and how it can work for them in 

their acting. This knowledge will stay with them and will 

continue to mature as their experiences increase. Time and 

practical application are the best teachers. 

Now that we are working on the final, looking back 
at the beginning I see that the class has come a 
long way. I think that all the actors in the class 
will be more equipped with the discipline it takes 
to be an outstanding actor. . . . If completed by a 
student this class would be a plus in any actor's 
resume. (See Appendix A, p. 27 2) 

"I've realized that as I'm thinking something--I can 

also express it with my body in abstract ways that will put 

across my point (hopefully). I have just been amazed at this 

whole class and I will really miss it." (See Appendix A, p. 

270) 

I just read the objectives for the course on the 
syllabus. . . . Anyway--they're interesting. I can 
see where most (if not all) have been met. I just 
reread them & yes, all were accomplished I think. 
We are definitely more aware of the self & express
ing that self through physical action. I would 
dare say all of us have become more adaptable to 
physical styles & forms of expression. And having 
seen some of this mime training carry over into my 
acting, I do think it can help me with the "physi
cal nuances" of a character. Funny how I just now 
(at the end of the course) decided to read the 
objectives! Good job, . . . you accomplished your 
goals! (See Appendix A, p. 260) 

The primary goal of this study was to establish and 

confirm the necessity for a mime class in the actor training 

process. The personal growth of the instructor was merely an 

added benefit. The instructor's own personal growth as an 

actress through mime training established the desire for 

incorporating mime classes in acting curricula. Watching the 
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development of actors through the consideration of this study 

confirmed the need. 

This is what the whole class and performance was 
all about anyway, and so I feel I accomplished my 
goal--to better the training of a few actors 
through the teaching of mime. I feel it helped me 
with my own personal acting skills, and I'm glad to 
have had the opportunity to share this knowledge 
with others in the hope that they were bettered in 
their acting!! (See Appendix B, p. 305) 
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Notes 

iJean Dorcy, The Mime (New York: Robert Speller & Sons, 
Publishers, Inc., 1961), p. 82. 

2lbid., p. 99. 

3Agna Enters, On Mime (Connecticut: Wesleyan University 
Press, 1965), pp. 125-129. 

*Dorcy, pp. 40-41. 

'Mira Felner, Apostles of Silence (London & Toronto: 
Associated University Presses, 1985), p.177. 

6Dorcy, pp. 103-104. 

^Claude Kipnis, The Mime Book (Colorado Springs, 
Colorado: Meriwether Publishing Ltd., 1974), p. 188. 
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STUDENTS• JOURNALS 

Dated 27 August to 8 December, 1990 

GLENN: 

8-27-90 
Nothing: although it is a little scary to begin this 

class. Usually (le with acting classes) you've already taken 
some acting classes or have been on stage so the first 
exposure fear isn't present as is with this class where I 
have definite first exposure fear. 

8-29-90 
Today we began dissections including vertical and 

horizontal. It wasn't difficult physically (draining that 
is). The difficulty laid in the preciseness of each tiny 
movement without moving any other part of your body. 

8-31-90 
Continuing with the same exercises but the more we work 

on it, the easier it becomes. Although we did work harder 
today. 

9-7-90 
We continue with dissections but we have been working 

with partners to help hold the rest of the body in place. 
This helped tremendously for me to help find the stopping 
points of each movement. It also made me realize how much 
further I could go with each movement. It also helped to 
watch somebody else do it because you could watch to see each 
distinct part of the body move and how it moved. Overall it 
is getting easier. 

9-10-90 
We have been adding exercises i.e. chiffon, tour de fil 

and eagles while continuing with dissections and undulation--
single, double and triple which still hurt. The exercises we 
have added I really enjoy because each movement can be so 
expressive. As actors, too often we rely on words and script 
to carry us and forget how our bodies could enhance or even 
talk for us. In other words, we neglect 90% of the tools we 
have as actors to work with. These new moves can be 
expressive and beautiful. 

9-12-90 
For the first time really I have found my toes. This 

may sound funny but I finally was able to work my toes to my 
advantage while doing tour de fil. Plus my hips are finally 
doing what they are supposed to do. Debbie has been 
quickening the pace in the exercises which helps to 
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concentrate and snap the dissections precisely. I'm feeling 
some improvement. Well next time abstract emotional mime is 
due. I believe that's what everybody is thinking about. 
Fright always brings out a different level of concern and 
concentration. 

9-14-90 
It was interesting watching the abstract mimes. They 

made you realize how movements can speak and how clear they 
must! be or it may mislead the onlooker. At this early point 
generally speaking, we are still concerned heavily with the 
technique and making sure we do everything right. Which held 
us back from going with the movement and letting ourselves go 
with movement completely. I look forward to seeing these 
exact mimes at the end of the semester. This mime made me 
realize what I need to concentrate on to make it better; 
balance is one, plus how each movement leads to another. I 
couldn't tell you however if I pinched my pennies. I also 
didn't warm up well enough; especially my calves and toes. 
Next time I wil1. 

9-17-90 
Today we worked on the "Prodigal Son" mime. I like it 

because we get to work with partners and there's nothing I 
like more than partnering in dance. Which this exercise 
comes close to. 

9-19-90 
Mark: Good beginning. Tour de fil. Lots of eagles. 

Better control. Jerky sort of frontal undulations. 
Underwater twilight 

Gerri: horizontal head. Front undulation. Right 
undulations. Double undulations. Used face a lot more. 
Chiffon. Some were a little jerky. He's alive. 

Lynnette: Back bend 
chiffon 
undulations 
lot smoother 
pelvis 
tour de fil 

Betsy: horizontal dissections 
tour de fil 
puppet 

9-28-90 
I'm sorry for getting behind but in any case I'll sum up 

the week's work in one shot. First off it was interesting to 
watch our first mimes over again with music because I 
mentioned earlier that I couldn't wait to see what there 
mimes looked like when we weren't so concerned with making 
sure technically what our bodies were doing although there 
was a great deal of concern. I saw much more enjoyment and 
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relaxation with everybody which helped everybody's mime a 
lot. I guess (maybe) the music helped the situations. This 
week we worked a lot on less dissections and more on things 
like spins, leaps across stage and walks. The leaps for me 
weren't that big of a deal because I have partaken in some 
dance previous to this class. I did however have a little 
harder time with spins. The key to any spin is to first find 
the balancing point on each foot you spin on, so obviously 
you won't fall over. This wasn't really my problem. My 
problem came in controlling my speed and stopping at the 
right time without making an abrupt stop. Too often I feel I 
must go farther than I should to make one revolution. I saw 
with some people that they had a harder time as we got lower. 
I seem to be the opposite because the lower I got the more 
control I needed so I was forced to slow down and concentrate 
more which in turn made it easier (better) for me. I also 
thought it would be easier for me to spin on my left foot 
than my right foot but soon found the opposite to be true. 
Now to the walks. I found myself very early getting 
frustrated with the walks because it wasn't making sense to 
me. I mentioned earlier that knowing how a step, move, 
whatever is done doesn't mean you can do it. For me it has 
to make sense to my body and my body must understand how it 
should move and coordinate each step before I can begin to do 
it well. An analogy is learning to walk when you're younger, 
a baby can see people walking all the time and may understand 
mentally what and how it is done, but it takes many tries and 
months before its body is working with it's mind and can 
perform this function of walking. In any case, I had a hard 
time with it until the next class period when you took us 
step by step through the process. This helped a great deal 
and almost immediately it all made sense. 

10-1-90 
We continued working on walks. I found myself 

constantly trying to watch my shadow on the floor to see if 
it looked o.k. I wish we could go to a room with a mirror so 
we can view ourselves, because sometimes it is hard to really 
know how well or bad you are doing it according to the 
instructor. Although I feel I'm doing o.k. with it. 

10-3-10 
missed (skipped) 

10-5-90 
Today we worked on our lover (ooooo!) mimes with our 

partners. It went o.k. I wish I wouldn't have missed Wed
nesday's class because I felt me and Lynette had to rush our 
preparation and ideas for the mime. Although I really liked 
the concept of a lover mime because it can be so expressive. 
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10-8-90 
Well we got to watch all the mimes today. You could see 

much improvement with everybody which was exciting to watch. 
I was a little mad at myself for first missing Wednesday and 
second being too busy to have much time to practice with 
Lynette because there was so much more we could do with it. 
But I'm a little confused about what you mean by abstract 
mimes because that is the idea I was working with more than 
the story mime. It seemed everybody else was working with a 
story. No big deal, just wondering. 

10-10-90 
Pirooz and Betsy 

work more on jerky against smooth 
better working together. smoother 

Anna and Mark 
music didn't quite fit with faster paced moves 
best movement is still hand bit 

Gerri and Lucas 
good prep for all moves 

10-15-90 
Continued to work on overall lovers mime intro. Learned 

how to pick flowers which was interesting. We also learned 
that we are going to do our first realistic mime which 
doesn't thrill me too much because I really don't know if I 
am ready for it. Abstract is easy because it does not 
necessarily have to make perfect sense but with a realistic 
mime it does. 

10-17-90 
Walk 

10-19-90 
Realistic mimes were due today but we begged not o do 

them because no one was ready. I don't think it is because 
we're lazy, at least it wasn't for me, but I think it goes 
back to what I said earlier about the realistic mimes needing 
more and precise detail. I am glad we had this time to work 
because it gave me a chance to see what other people were 
doing and it put my mind more at ease to see they were having 
trouble too. 

10-22-90 
Well I did my mime today. I am not really pleased with 

it because it really didn't fit with anybody else's but at 
least it was original I guess. I'm not having a very good 
time with realistic mimes. I'm not quite sure what to do or 
how far to take things. In addition, I'm having a hard time 
distinguishing between pantomime and mime. I'm afraid if it 
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looks too realistic and people know exactly what I'm doing it 
is pantomime and if I put too little detail in it, it won't 
be right. In any case it gets a little confusing for me at 
times. 

10-24-90 
I enjoyed watching the other's mimes today and got to 

see the differences between panto and mime--especially in 
Mark's piece I saw how stylized mime actually is and how dif
ferent it is from pantomime. I guess I still do not really 
have a good grasp on what mime is really all about. It was 
also evident how which way you face when you walk is 
important. I did mine to music today. I felt a little 
better about it. The audiences laughter sort of caught me 
off guard. I meant it to be funny but I hope the comedy is 
not over taking the technique and I am doing things 
correctly. I have noticed that my balance is getting better 
which is good because I don't like falling on my face. 

10-26-90 
Watched other people's mimes today with music. It is 

always interesting to see how music changes people's mime and 
for the most part enhances the mimes but I often wonder if 
music hinders the actor or mime person because it sometimes 
becomes a trap in which we let the music speak for us rather 
than the mime speaking for us. It just seems sometimes we 
rely on the music to carry us through and gives the message 
instead of our work. We tend to relax too much with music. 
(Sometimes) (Just an observation and a very small point). 

10-29-90 
Continued watching other mimes. We then went through 

our first abstract mime. It was funny going back to it 
because it has lost meaning to me and it was hard getting 
back into it. 

10-31-90 
Short class. We did our abstract mime with masks. The 

mask seemed to help people but I felt (with the mask on) 
alienated from my mime almost like it wasn't my mime anymore. 

12-10-90 
Well this is my testament and will. As we began re

hearsing for the performances I began to notice a couple of 
things. I noticed regardless of the same thing we learn such 
as dissections, the flower routine and etc... everybody is 
highly different in their own style. For example even if our 
faces and heads are covered like in the Box mime, as an 
audience member you could probably tell who is who from 
watching their previous mimes. I also noticed that people 
constantly did the same moves in all their mimes. I guess 
everyone has favorite moves including me. But I tried to do 
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different things and moves so it wouldn't be so much the 
same. I think it became a trap for some people but that is 
just my opinion. 

After the debate about pantomime and mime and what the 
differences were, I think I got a pretty good understanding 
of that. But watching all the mimes during rehearsal I began 
to wonder about something else. That is what is the 
difference between mime and modern dance. I think I know 
pretty much for myself but a lot of people's mimes seemed to 
be more dance than mime. True or not true? I think why it 
turned out this way is because of the use of music. I think 
too often people were relying on the music too much. Same 
way with the slides. Watching some of the mimes I began to 
think if I would see any story line without the slides and 
music and I think for some I wouldn't get a story line or 
know what was happening in the mime. Some of the best mimes 
were the campus mimes because they all told a story and 
didn't have slides and they all were very complete. I think 
another reason why they were better was because they were 
entitled realistic mimes. The mimes entitled abstract mimes 
were sometimes just that--abstract, and there were the ones 
that seem to be more modern dance. I fell into this trap 
myself by saying I liked the abstract mimes better. This was 
a trap for me because I could do anything without worrying 
about what I way saying through the movement, plus I've 
always liked dance and maybe this was the reason I liked the 
abstract mime because they were close to dance. The 
realistic mimes took alot more thought and preparation to 
work well and^took alot more detail to the moves and what we 
were doing, plus we concentrated more on a story line. In 
any case I have changed my mind. I like the realistic mimes 
much more than the abstract mimes. Debbie please don't get 
me wrong, I'm not cutting anything down or being overly 
negative. It was just my observation or should I say 
question. I enjoyed the performance. It was good to do them 
for an audience. Although I did notice that very few of your 
committee showed up to watch the performances. I think you 
should tell them to (...) if they question anything you did 
since they didn't see anything. 

I shall conclude by relating some of my wishes about the 
class. I wish we could have spent more time with the 
technical aspects of mime and really getting those down for 
example the walks and pushing and pulling and stuff like 
that. I wish we could have done less mimes and concentrated 
on two maybe three realistic mimes of our own creation and 
really worked on detail and doing them really well. I say 
this because many times I felt rushed in getting some of 
these mimes together which hurt me as a student and hurt my 
creativity towards the mime. Matter of fact I wouldn't have 
minded working on just one mime which encompassed everything 
we learned. I guess what I'm saying is I wanted to work more 
on technique like dissections we worked hard on and I felt I 
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could do those well but I don't feel I can do stuff like 
walks that wel1. 

Mime in my opinion is many times a study in control over 
and of our body and every muscle and joint and movement. I 
wish we could have worked more on that aspect of mime. 
Because I really enjoyed working on that idea i.e. 
dissections and undulations, and etc. After watching some of 
the mimes, I though that some didn't have the control needed 
to really do mime well including me. In the future you might 
want to think about having class everyday because I think it 
needs attention every day. Like I mentioned earlier there 
are not meant to be any kind of negative statement or 
criticism. These are just thoughts that came out of the 
class, some of which may not have validity, but like I said 
they are just thoughts. Opinions are like (...) everyone's 
got one, right. Oh well, I am going to conclude this long 
winded statement by saying I enjoyed the class. I think it 
would be interesting to take more classes in mime. Have a 
wonderful holiday season, Merry Christmas and Happy New Year. 
Keep safe and healthy... 

MARK: 

9-5-90 
First day to be here really excited about this class. 

Just kind of set back and got the feel of things. Working on 
moving the head, neck, shoulders, waist and pelvic to the 
front, left and right. I think this class will be great for 
my focus on centers. 

9-7-90 
I had a good warm up today. Got more and more in to the 

class today I feel as if we are going further and further 
each day. 

9-12-90 
Today was a good day for me. I felt good about the 

exercises. I'm getting the hang of it. Working on chiffon 
really works out my calves and my outer thighs. 

9-14-90 
Jerry Hand undulation to arm undulation to full arm 

undulations and shoulders to round movements with 
the body to an eagle {sad/happy maybe fear} 

Lvnette Backbend to chiffon to arm undulations to eagle 
to dissections {fear despair} 

Glenn Head and arm and very abrupt chiffon 
Anger 
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Anna Arm and hand movement to full arm undulations 
Fear 

Betsy Body dissections to lift right. Back and front. 
(Sad or Tired) 

On working on my performance I need to make more extensions. 
Show muscle strength. Play against. 

9-17-90 
Interacting with other people is a lot more exciting 

also we got to watch the others. It helped me to see what I 
need to do and what I need to work on. 

9-19-90 
Watched performances today with music. Very 

interesting. Everyone did so well. I feel I did better but 
I know I have just scratched the surface. /Jery/ did alot 
better on what Debbie told her to do. Her extensions were so 
much better. 

/Lynette/ as well made great progress with her movement 
in showing infatuation. Plus the music did the job of clari
fying this. 

Glenn did very good and his music was dull and gloomy. 
Very popular choice for him I think I can learn alot from 
watching him. 

Anna/ didn't see 
Betsy didn't see 

9-21-90 
I went to a wedding 

9-24-90 
Get well Debbie 

9-26-90 
Today we learned how to spin. Very fun. Also we 

learned how to leap to the left and right. Enjoy this alot 
but alot of work needed as well. 

9-28-90 
Didn't have a good warmup. My fault. Worked more on 

spins and leaps then we learned how to walk in profile place. 
Oh boy hard to get. Also we learned the frontal walk. 
Keeping the (?) squated and sliding the opposite foot around. 

10-3-90 
Warm up sucked. Partnered with Anna for next mime. 

Going to try and show a mating ritual lovers. Have a good 
rough draft. Will work again Friday. 
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10-5-90 
Anna and I worked on our lover mime today. I think we 

have some very good ideas. We are going to mimic two birds 
mating. I feel very confident each day as the more I learn 
the better I feel about the class. 

10-8-90 
Today we performed our mime. I feel like Anna and I did 

well but I could still get into the movement more 
dramatically. I need to over extend more on my push pull. 
Also I feel I could focus more on my individual performance 
away from my partner. 

10-10-90 
Performed our lover mimes with music today. Anna and we 

used some nice fluid flowing music. I feel like my 
performance was a whole lot better this time. I was more 
focused as well as more into Anna. Also everybody else did 
very well. It is good to watch others perform. It gives you 
a chance to pick up new ideas and learn from them. 

10-12-90 
Today you got all the lovers on stage and choreographed 

an introduction to each of our individual parts with our 
partners. I really enjoy doing work with the whole class. 

10-15-90 
No class 

10-17-90 
Absent 

10-19-90 
Learned how to pick a flower. Very interesting. Also 

we worked on our next performance piece campus life. I feel 
like I have some pretty good ideas. 

10-22-90 
We all worked on Campus life mimes 

10-24-90 
Warm up and worked on campus life. Got most of mine 

down and performed for you; got some really good feed back to 
work on. 

10-26-90 
Absent? 

10-29-90 
Today we worked on emotion mime. We all got on stage 

and combined our emotions. It is one of my favorite times 
performing with my other class mates. 
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10-31-90 
Worked on emotion mime with the mask you brought us to 

class. I feel lost behind my mask and it helps me to project 
the emotion I want to. It helps me feel my anger. 

11-5 to 12-8-90 
I'm not sure of day to day entries. We began working on 

abstract mimes. Everything else has pretty much been a recap 
of what we have already learned. I wasn't prepared for my 
abstract mime because I learned it when I learned the music. 
I know now how important it is to get through the routine of 
mime before your music is conceived. 

As far as a personal analysis, I think this class has 
really helped me to look at my inner monologue a whole log 
more. I feel I could be a lot more expressive at times and 
slow down a lot more and concentrate on moving with more 
expressiveness. My weak points as far as techniques are the 
walks. I really enjoy the leaps and arm undulations. Most 
of my problems are just not taking my time. I really enjoy 
the expressiveness of this class. I know I can always take 
it with me. Also watching my class mates has helped me a 
great deal. also having to compose the work is really 
challenging and it makes you think of new ways to express 
yourself in many more ways than speech can do. This will 
help when getting to inner monologues. Thanks for a 
wonderful experience. I have really enjoyed your class. It 
has helped me a great deal. Good luck with next semester. 

GERI; 

8-29-90 
Pantomime - act like you have the props 

you have the activities - air props 
Grace is dance. Strength is Mime --
Mime - more involved, exaggerated, abstract 

Come up with mime and put music to it vs. dances where you 
have music 1st then have dance. 

Today was especially interesting as we saw the difference a 
spine makes in stacking vertically, horizontally, backwards 
and forwards, sideways. I have great expectations for this 
class in being able to move like the M & M artists of France 

The body is such an amazing tool whereby which to com
municate. I know I'm in the right place at the right time. 

God Bless! 

8-31-90 
Did undulations learning triple, double, single 

undulations emoting great grace. We also did the Eiffel 
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Tower, leaning forwards on your toes until you need to go 
forward with one foot and bringing it back with an 
undulation. We found energy in doing the horizontals by 
pressing the hands up/down in seeing the pole thru your 
shoulders and keeping the pole straight thru your back so as 
to see yourself sectioning your body off and feeling the 
effect of your body in relation to emotion - Our first mime 
is due to take place next Monday - Having a beginning, middle 
and end. Strength is the key, concentration and awareness of 
what my body is doing. Exciting ventures!! 

9-7-90 
Breakdown vertically and horizontally remember the 4 

ways to breakdown vertically Front, back, side to side - Then 
horizontally making your arms and hands like they are on a 
shelf and adjusting as you dissect them - Concentration is of 
the utmost importance. Chiffon exercise mine was pink, being 
able to do the arm and hand undulations, et du twah ecat... 
side to side - Make up a mime le. emotion. Abstract for next 
Friday. 

We also got to practice being mannequins and being the person 
to arrange the mannequin. I got to arrange the whole class, 
interesting to be thinking it thru on those terms. 
Definitely explorative!! 

9-10-90 
Today meant strengthening of legs as we were on the 

balls of our feet turning from right to left and center, also 
we did circulars with legs further apart kind of squatting 
slow at first and distinct. These are Debbie's least 
favorite. We practiced the Eiffel again which I see I really 
need to master. 

The eagle was really a beautiful experience as I become that 
with distinction. Practice, Practice, Practice. 

9-12-90 
We rehearsed everything we practiced uh, du twah, e cat, 

Eiffel Tower, leg exercises in full circle as well as 
dissected. I can clearly see how the mime must come first 
and then the music, so you don't make the music, or allow the 
music to take over the mime - definitely a very strength 
oriented craft. Looking forward to the mimes on Friday. 
Work, work, work. 

9-14-90 
We present our mimes today here's to concentration! 

Joy 
Start with hand undulations go to arm undulations 
then to full undulations triple undulations 
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Middle build to a joyous up tempo move by chiffon and uh du 
twah e cat moving into leg squats and then circulars emoting 
the height of my joy 

End Undulations to slow it down and end it up with the 
eagle, solemn joy. 

Make clear: 
happiness hope is what they caught. Pull back extension 

- dissection. details pt. head - separate the two - body and 
face. 

Mime Performances 
-Mark-
Eagle could have extended more arms (fight for anger) 
Tour Eiffel into steps. Circulars - anger. Good understood 
anger at the end with fists more of a confusion thing that 
evolved into anger 
*Me I did my mime next stepping around too much but I 
believe the eagle was the best part of it. 
Lynnette loved the chiffon. undulations 
Tour Eiffel - eagle 
side to side dissections. I felt she was trying to emote 
Peace/Happiness. 

Glenn 
Horizontal dissection, back dissection definite +anger+ more 
stretch again on eagle - shaky legs 
-Anna-
Frontal breakdown - the hands chasing the fly undulations got 
a tad disjointed. 
Betsy Sad 
Breakdown on side went a tad too the front - chiffon - like 
the undulations at the end on the floor brought a new 
dimension to my thinking thru of a mime. 

9-17-90 
Today we learned the Prodigal Son or The Forgiving 

Father routine - we split up into 1 and 2's. The I's started 
the action, ended up upon their knees and then we took 4 
steps- Tour Eiffel, Eagle, then around their head, dissect 
head meet eyes. Break up arms - mirror each other up with 
arms then back down. Then #2 takes over bended knee - other 
I's do eagle to our shoulders, look straight - then I came up 
on feet - turn around with undulation take 4 steps. Tour 
Eiffel with a turn - wave and head - over -

We put it to music a couple times with different starts, very 
interesting, elegant and strong! 

9-18-90 
I've worked on my joy mime for the past two hours and 
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now I know why Debbie hates the squatting exercises. It was 
just so effective that I have no choice but to use it so I 
might as well let it work for me. 

I've added some changes to my mime that I'm believing 
will lend to a more clear joy image. 

Start with horizontal heads and resting horizontal heads 
on arms then move into hand and arm undulations. 

Middle - distinct squats to right and left then leaps 
right and left. 

Move into chiffon 1,2,3,ecat 
End Direct eagle and end with chiffon with arms up! 

9-19-90 
Mimes 

Mark - ANGER 
closed in distinct undulations strong eagle as rounds Falls 
to ground and tightens fists - very nice smooth extensions 
head clear. Possibly could use something more to show 
definite anger like at end - But all in all very fluid and 
distinct 

Mime - mine - joy 
-Felt good about it - The mime made the music soar like the 
eagle!! 
Lynnette - infatuation song Crazy Patsy Cline 
I liked her head, her eagle worked very well 

Betsy - SAD 
Seemed almost puppet like. Very much depicted sadness. 

Very nice arm undulations. 
Glenn -
Done on Friday. 

9-21-90 
-Anna-
Good hand undulations and very nice arm undulations expressed 
frenzy, fear of the fly - good transitions. 

-Lucas- Love 
Great robot - Took it from robotics to love rejection back to 
routine life robotics 

Glenn - Anger-
(new age music Sundance) 
Loved the head turn then body turning - showing great rage 
and anger very distinct 

Lucas - Tour de France by Ten-Speed 
-Make more on the fluidness of the love technique - the eagle 
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has to be the same as mine in relation to the head make it 
tilted to side instead of straight on. 

9-26-90 
The class session consisted of a good warm-up especially 

of the ankles. It was interesting in letting my ankles 
become the center of energy from which to work as I've always 
used larger parts of my body to be the center. We did leaps 
right and left. I needed to be aware of my following leg 
more to straighten it out after I leap and before I leap 
again. It's really kind of an on going motion but specific 
at the same time. 

Then we squatted and turned right and left with my 
ballet slippers I could spin quite easy so I need to practice 
dragging my foot a little is a major help. 

Moving right along into the push, pull sequence was fun. 
Jump ahead to pull back and jump back to push ahead making 
your whole body do an undulation and really extending the 
back, I really feel like I'm in touch with the mime sensation 
- Doing it on partners with Glenn was very good to help one 
exaggerate the action. 

9-28-90 
Profile walk - Keep your knee straight like a board, 

float it back pop other knee so alternate leg doesn't float 
too far back, pop knee and do same procedure on that side 
Frontal walk - chicken scratch up on balls of foot tilt 
outward; straighten other leg bring it back and center 
clockwise circle to front, then up on ball of other foot, put 
other leg straight back and counter clockwise to the front. 
Practice at home with arms behind back go slow so as to get 
smoothness down. 

Practice more leaps and spins. right now the walks are more 
difficult because it's just so new to my legs I really need 
that strength in my ankles and calves. Debbie told us to 
stand on the balls of our feet alot so as to strengthen. The 
push/pull with partners today was really good and HARD WORK! 
Here's to practicing this weekend! 

10-1-90 
We worked on the walks again. I've got the frontal walk 

down better than I do the profile. With the profile I've got 
to let my knees and heels do the walking and make them glide 
- Keep my upper body out of it. With the frentals I just 
need to not make it look like so much work - This definitely 
is a very strenuous, sweat filled exercise but so rewarding 
to work toward a goal and obtain. 

10-3-90 
Today we are going to work as partners putting together 

our "Lovers Mimes". Lucas and I will be working together. 
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Make it a story line, yet abstract, have a beginning, middle, 
and end and any good story will also have conflict. 

Going for uniqueness, but after going thru several ideas 
I wonder how unique it is? Friday we work together again. I 
really want to communicate lovers with very strong body 
language yet still being abstract, clear but not obvious. 

Just from working with Lucas this past hour I really 
realize how strong the physical body is without saying a 
word, profile walking, leaping, spinning each offers 
different emotion and temperance. Mime really is fascinat
ing. 

10-8-90 
Glenn & Lynnette 
Begin, middle and end - very clean 

Betsy & Pirooz 
Beginning middle and end, Betsy leaps are great Push/pull 

Mark & Anna 
Abstract with the hands good, the mating thing was definitely 
there the break down kiss at the end was a moment I 
remembered well. 

Lucas and Geri 
They liked walk, tickled, spinning embraces and arm work best 
- Extend to end of mime. Lucas needs to stand with a 
stylistic manner - maybe play out distraction - use 
dissections in flowing mime - nice heads. Extend before 
tickle - touch heads nice no limp hands. Nice dissections. 
Clean-up section of where your separate in your centers of 
activity. 

10-10-90 
Today the mimes all were much improved, the preparation 

time and concentration really is showing thru on the part of 
the students. 

I know that for us working with mirrors was a vast help 
being able to see where we were not clear and cleaning up the 
action. The extra nights of practice paid off to say what we 
wanted to, yet remain abstract. 

10-12-90 
We worked on our mimes and tieing them altogether and 

being able to see how we could work it into on big mime -
We'll be working more on Monday. 

10-15-90 
Today we practiced Tour Eiffel and lengthening the time 

on our toes, I really need to dig my toes into the ground and 
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try to hold it right before I'm going to fall. Today also 
brought about real clear dissections for me. I felt stronger 
than ever before in doing them - a great feeling of accomp
lishment but not to get haughty or I'll blow it! 

We also learned how to pick a flower in mime - go to the 
right swing arm right then bring left elbow up and over 
extend right arm - pop head - pop waist -
pull 1, 2, 3 x's your up and to the right - pull in to foot 
and extend forward - open hand give to someone and smile 

Campus life mime due Friday including all we've learned 
Begin, middle, end Conflict with imaginary person or climax 
alone. 

10-15-90 
P.S. 
We also got to watch a progression of everyone picking a 
flower - very flowing a graceful effect. I watched the• 
others do the beginning of the mime where we left off last 
Friday, it's starting to look really nice - they even picked 
up on some of my critiques - it's interesting to see that I 
can recognize what needs to be cleaned up within the frame
work of a mime. 

10-16-90 
Draft My Campus Life Mime 

Beginning Sit down end of class put thing on back 
pack put on glasses start walking walk to 
door push door open 

Middle Go outside Walk to bus stop look for bus 
Conflict 1st bus passes 

2nd bus too full - slam door in face 
Frustrated 

End Finally get on bus 
Someone helps me 
I give them a flower after I get off 
We walk off together 

Make watch clear, BIG 

10-17-90 
Go to extremes, go to more ballet moves, don't think what it 
would actually be like - that's pantomime 
Leap onto bus leap off bus profile walk to side audience 
Frontal - Front or back to audience Let people go ahead with 
arms. Shine apple give to driver. 

10-22-90 
Experiment with side dissection look both ways. 
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Better letting people in 
Find a way to work transition of arm when broken to other 
part 
Work on consistency with bus holder 
Notice the bus coming and do side dissections 

10-24-90 
We watched Lynnette, Mark, Piroose, Betsy and Glenn's mimes. 
From all of them I really could distinguish between where the 
focus was really concentrated and where it was dropped and 
what a difference it made in the performance. However I also 
saw where each person had their strong points in a particular 
exercise which communicated campus life thru their body 
language. That darn alarm, the opposite sex and the wanting 
of acceptance by peers! 

It 

10-26-90 
Betsy - Bowhead - "Earth Girls are Easy. 
The weightlifting was the strongest image for me still 
looking for peer approval while exercising! 
Geri-

Bus stop 

Anna - Picnicing on campus the grapes were very good! 

(Nov 2) Next week journal taken up 
(Nov 5) Next next week find a painting Abstract 
expressionistic - name painter and painting 

begin - middle - end 
Maybe mirror painting for begin and end or use color 
within the painting or if cubistic make mime that way go 
look thru library 

(Nov 7) Due with music 
Head box - liquor box 

10-29-90 
Lynnette - Did Cheer up Sleepy Jean 

Very nice 

We practiced our emotion mime 
4 horizontal heads 
4 arm undulations 
4 squats right and left 
2 squat rights 
2 squats left 
Eagle 

2 uh, du, twa, ecat r & left 
2 uh, du, twa, ecat r & left 
END joyous arms in air 

The six of us did our emotion mimes, love/joy is in the front 
I'm stage left and anger/hate are on the back. together we 
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make a complete picture. Getting ready to move into 
art/music mimes. It's interesting to see how each person 
carries a slightly different theme yet the body exercises 
once again lend suggestion to the communication process. 

10-31-90 
Max Ernst p.100 
Josef Albers p.34 

Getting prepared for this next mime is really a challenge, 
first picking the painting and then choosing how to express 
myself within the framework of the painting - Here goes 
embarking on a frontier. 

11-2-90 
Lynnette's mime on Agony painting portrayed her agony and you 
saw the confusion and entrapment within her body. Her back 
dissections are spectacular and I liked her presentation of 
the eagle 

Glenn - The GREEN DEATH 
very great robotics and again the feel of entrapment, 

nice spins and very distinct body dissections. 

11-5-90 
3 squares start down in squench to break out of squares. 
Look up when trying to break out of square use back and turn 
butt. Leap around stage to signify breaking out of 3 boxes. 

Anna - soccerisms - nice undulations 
picking up scarf good, colors good. felt circumference 

of painting and soccer game 
Betsy - nice leaps and dissections also interesting arms with 
nice curves and clarification when up in air. Her spins were 
good added a sense of confusion to mime - back dissections 
great. 

11-7-90 
"Homage to a Square" by Josef Albers 

The SOUARE MIME 
Music: Hewey Lewis and the News 
It's Hip to be Square 

Begin Scrunched down then get on all 4's turn head r & L 
2x's and up and down twice 
Begin to break out of I's square with back & butt 

Stand erect and feel 2nd square turns and arm 
movements within 2nd square 
Then break out of 2nd square by pushing 

Spin around wall of 3rd square then break out of it 
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to the outside world - walk away from square and 
leap and spin 
Come back to ctr - pick a flower - smell - turn to 
look back at squares throw flower away, jump and 
leap 2x's - crawl back into original square and 
break down to smallest square. 

(Cave in the boxes - quick cave ins with butt/pelvis - your 
arms breaking down with closing of box) Rigid when get into 
boxes fluid once outside. 

Anna - Soccerism 
Good dissections especially waist. Scarfs beautiful. 

Ankles effective. Squat good. 
Betsy - Great appreciation of music with movement. Broke up 
different moves to go with different music. The sounds she 
used were very effective especially beginning and end. 
Best!? Got a little dancey - needs some cleaning. Did good 
with concentration. 

Mark - Campus life - very funny pelvic move into seat is 
great. alot of hard work. 

11-9-90 
-Mark Dal ton-

leaps good, abstract eagle nice but not enough distinct 
mime exercises. It had a frenzied feel to it but he was 
frenzied too and not in control of frenzy. 

-Lucas Torres-
Emotion mime - robotic still good. Pick the flower more 
distinctive. 

REALISTIC MIME with PAINTING object due W., Fri 

We worked on seasons of a tree as a group and then as a fire 
dance. 

11-12-90 
Lucas - Campus mime - artist student painting a picture. 
NEEDS to be more stylized too much pantomime. A nice point 
is when he jumped back and looked at finished product thru 
his hands - like a push maneuver. 

Everybody on stage. We practiced going thru the motions of 
being a tree especially going thru different seasons. Winter 
spring. Summer and Fall. Being aware of taking our season 
change cues from Anna. Again much strength and concentration 
is exerted throughout these exercises. 

11-13-90 
Christina's World 
Girl in Field MIME 
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Lay down and bring yourself up with 3 tries then wave with 
undulating hands. Feel the wheat flowers with hands on 
either side of me. Sit on floor. Start picking wheat 
flowers. 4 of them - bunches put in lap. 
Then put to side and rise up with undulations 
Gracefully turn with strength and pick up bunch of flowers 
begin to throw them, then leap and throw them, do an eagle 
and pick flower for lapel. Pick flower for hair. Turn and 
spin to floor lay down pat way and wave to barn again . Good 
bye barn. 

{7th & 8th 8p.m. Mime performance Bring makeup on Monday 
Bring music} 

11-16-90 
Anna- Parasol lady, nice head, good picking of the flower. 
The parasol would be a great addition to help us see the 
dress and feel of the painting. 

11-19-90 
Last mimes before Thanksgiving break. Basically trying to 
get thru everyone's mimes so after break we can concentrate 
on the mime performance. We did get a chance to turn in our 
music so Debbie could put together a master tape. I have a 
feeling this is going to be a huge project. 

11-26-90 
We worked on doing mime makeup. Betsy volunteered. 

What an effect! Everything is whited out lips, eyebrows, 
eyelids - One doesn't really realize this until your involved 
with it. I think that is because when watching mime you are 
so overwhelmed by the body movement communication that the 
face takes a back seat to the body. 

11-28-90 
Lynnette. 

Realistic painting without music. Lady with violin and 
flower in her mouth - Nice clean work, spins, good - flower 
picking very effective. 

Mark 
Abstract painting with music. Very fluid 

Betsy 
Realistic painting without music 
Ophelia painting - She got up from the dead tried reviving 
her with water and air to no avail - to death she goes 

Lynnette with music Pachebell 
Dancing very nice, nice transformation 

Betsy music with mime. 
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11-30-90 
(Dec. 3rd Hon. nite 7:15 p.m.) 

All- Prodigal son ripple form Lynnette, Geri, Glenn freeze 
Glenn - Gambler - squatter - slip off to steps 
Anna - Picnic 
Mark- Abstract 
Betsy - Ophelia - when Betsy stands up come on to stage 
All - tree 
Lynnette - pantomime violin 
Geri - square - push Anna and Mark apart 
Lucas - campus life 
All - emotions - lead out to corner 
Anna - Parasol 
Glenn- Green Death 
Betsy - Bow Head 

INTERMISSION 
All - pick flower ripple 
Mark - Ocean 
Lynnette - agony 
Geri- bus stop - JUMP 
Betsy - abstract 
Mark - Hot for Teacher 
Anna's - Soccerism 
ALL - Fire 
Lynnette - Campus Life 
Geri - Christina's World - Michael Bolton 
Glenn - Pool Player 
Lover mime 
Box mime 

Journals 
1.) Preparing for Performance 
2.) Participating in this class 

12-3,4,5-90 
Final Journal entries 

December 3 
Today in class we rehearsed the lovers mime and the 

closing of the show. Along with the different exits and 
entrances of Act II. We are doing alot of waves to finish 
the performance. I think it will really give the audience 
the final impression of how much the body can communicate via 
it's own language. Rehearsal is tonite so I'll go over my 
mimes to sharpen up for the rehearsal. I need to finish my 
box with elastic also. 

Well the day is over rehearsal went well, I think the 
hardest part of today was trying to get elastic to stay 
inside my box! I spent the afternoon with staplers, pins, 
tac, glue, cereal boxes, and pillows!! After two hours of 
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complete frustration - a good time for one of Glenn's anger 
mimes - I brought out the needle and thread and secured the 
elastic that way! 

While in rehearsals it was interesting to see how we 
have to work off each other through bodily exercises in 
contrast to a scripted dialogue that prompts action. We are 
the scripted dialogue! 

I also noticed how we need to key into the cues of the 
music so we become a part of the music and fluidly add our 
exercises so the music and mime work effectively together. 

December 4 
Last night after rehearsal I got the information from 

Debbie for the announcement for the paper. I ran it down to 
the Avalanche Journal today, got everyone's name spelled 
right, then when I got home I realized we left out the 
location! I called in the change to Bill Kerns and later 
called Debbie to tell her. We just figured I was losing my 
mime!! 

Practicing for my specific mimes I realized how much 
stronger my ankles were and how dissections which used to be 
so foreign are now so familiar! This is definitely a 
physical accomplishment. Even when I drive in the car 
something that could be so sedentary, suddenly comes alive. 
While I sit I'm more aware of body control, muscles, and my 
vertebrae. All the time my mother told me to sit-up 
straight, or watch you posture is now definitely in my mind! 
(or should I say MIME!!) 

December 5 
Went over box mime for performance got every movement 

more calculated so we could really work together as a team. 
Thinking that the performance is only 2 days away I really 
want to perfect this performance and give this audience the 
experience of real live mime in bodily action. I still need 
to find my knee pads - if I don't I'll just dissect my knees 
and go on with the show!! 

* 

*Participation in this Mime class.* 

The involvement of the mime class has really opened up 
several different avenues for me that I feel I will benefit 
from throughout my career and bigger yet my life. 

The realization of how to put your body in control of 
communication and see how just a slight turn of the head can 
imply something so powerful that is causes a different 
reaction in another individual. 

Seeing how much the body is capable of, as you really 
use your mind to focus on your bodily energies. This is so 
beneficial to putting a part to action not only through 
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hands, face and voice, but carrying it to the utmost by 
letting the body be a part of your performances. Which may 
mean the difference between getting a part on Broadway and 
losing it. 

There is also the aspect of dissecting the body that is 
helpful in television or film where less action is better. 
In fact isolation of your face and controlling the movement 
of your face so it reads naturally on camera. 

While taking mime, I was also involved in a mask 
characterization class. Mime really helped me focus on the 
body and be able to put my mask in my body so everything 
within me is communicating what it is the mask needs to say. 

Mime class has been and will continue to be an important 
part of my acting training. Thank you for making this 
opportunity available! 

LYNNETTE: 

8-29-90 
Today we learned how to do body dissections. There are 
front, back, and side dissections. We would begin by just 
lowering our head a bit then the neck. After that we would 
let our chest cave in. This was the hardest part for me 
because I was lowering my chest too much and causing my 
stomach muscles to be involved. The whole point in this 
exercise is to learn control over these muscles in your body. 
Then finally we would drop at the waist and hang. Then we 
would come back up in the same manner. 

8-31-90 
We worked on dissections again. this time we had partners 
that helped to hold our waist and hips when we were doing the 
horizontal chest and waist twists. I can feel my muscles 
working. I am becoming much more aware of the necessity of a 
controlled and fit body for any performer. 

9-7-90 
We did dissections again. We had partners again to help us 
keep from using other muscle groups than the ones we're 
trying to isolate. Then we, with our partners, would touch 
them (like pressing a button) and they would move to a 
position. It made the person (pressing the button) think 
more than the person being touched. 

9-10-90 
It's getting easier to do the exercises all the time. We do 
undulations with our arms and hands. Today we learned some 
other exercises for our legs. 
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9-12-90 
We worked with partners to practice the eagle. This is a 
very beautiful movement. Jerry does arm extensions 
especially well. It took a lot of concentration, focusing on 
our partner, in order to keep the movement flowing. 

9-14-90 
Today we performed our mimes for the class. Dr. Sorensen was 
there and that made me a little nervous. I was impressed 
with how everyone has improved since the first day. 

(l)Mark - anger - He had very good control of his body and 
very good balance. 

(2)Jerry - joy - she has beautiful eagles, very controlled, 
she can separate her face from her body very well. 

(3)Me - infatuation - I was nervous. Comments - more 
wonderment, embrace what you're doing. More fluid. 

(4)Glenn - strong movements. Very intense and controlled. 
Anger 

(5)Anna - fear; used facial expressions. 

(6)Betsy - apathy 

My Mime: infatuation 
Song ideas - Patsy Cline "Crazy" or "Sweet Dreams" 

(l)Backbend 
(2)chiffon 
(3)move to both sides 
(4)2 arm undulations 
(5)eagle 
(6)side dissections 

9-17-90 
We worked with partners today on a mime called the Prodigal 
Son. It was fun. We incorporated the eagle exercise in it. 
We all performed it simultaneously. It was neat to see how 
it fit together even when we weren't all moving together. 

9-19-90 
We performed our mimes with music today. 

1. Mark - good beginning, very abrupt and sharp movements, 
the music fit very well. Food control. It looked as tough 
he was indecisive as well as angry. Music - "Underwater 
Twilight." ANGER 
2. Jerry - music fit beautifully with her movements. Beauti
ful arm extensions. Joy, wonderment - emotion. 
It was as if she was painting a picture. Music - Leon Hansen 
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"He's Alive." 
3. Me - I enjoyed my mime alot, especially using Patsy 
Cline's "Crazy." I lost my balance after the eagle because 
my legs were too far apart. 
4. Betsy - Music fit well. Her mime made me think of a doll 
or something. Emotion - lethargy. 
5. Glenn Bennett - "Sundance" New age music 
Excellent, strong, forceful movements. The "anger" was very 
evident. There was so much control. 
6. Anna - (fear) "Beethoven" 
good, strong movements, much more defined and clear. It 
flowed very well. Good use of arms doing chiffon and 
undulations. 
7. Lucas - very good, he stated out robotic - very controlled 
and rigid, then became free and used undulations. Good 
beginning, middle, and end. "Love" 

-conclusion- returned to robotic movements 
Music - Tour de France by 10 Speed. Excellent choice of 
music! The transitions are a bit fuzzy. The "love" isn't 
quite as clear as it could be. 

9-26-90 
We learned some dance like exercises today. The first one we 
would start by balancing on one foot and turn one time around 
on the opposite foot. The second, wee leaps across the 
stage. You begin by crossing one leg in front of the other 
and leaping on the back leg while extending the crossed leg 
as straight as you can. Finally we learned how to "push" and 
"pull" in mime. In order to push you j\imp back with one leg 
and extend the other leg forward. Then in a lunge position 
you sort of do like a contagion with your back as you create 
the illusion of pushing an object forward. Then, the 
opposite to "pull." You jump forward with one leg and extend 
the other back, and in a lunge position you move your torso 
forward and then back as you create the illusion of pulling. 

9-28-90 
We went over these same exercises and then learned how to 
walk. In walking, you begin by having one leg popped out at 
the knee with the ball of the foot on the floor. Then after 
kicking this leg out, you pop the other knee out while bring
ing the other leg to a straight position. I have really en
joyed doing these exercises. It's so important to develop 
these kinds of skills that force you to be able to isolate 
your body parts. I know that this class is helping me to 
have more control of my body, not to mention getting in shape 
more! 

10-1-90 
We practiced the walk today. This is very physical. When we 
were finished I felt like I had just gotten out of aerobics 
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class. It's difficult to try and coordinate your feet and 
your arms. 

10-3-90 
We paired off to work on our next mime "Lovers." 
"Lovers" 
1. use head (horizontal) dissections for "attraction" 
2. Pulling & pushing. Pull for jumping over something. Push 
for fight. 
3. Leaps and spins 
4. 

10-8-90 
Lovers - mime presentations 
1. Anna & Mark - good use of exercises, very interesting. 
Really neat use of hand undulations and back dissections, 
good concentration. 
2. Jerry and Lucas - really cute use of horizontal 
dissections, good relationship established, strong movements, 
very dancelike, embraces and arm work. 
3. Betsy & Piroos - very dance like, side dissections were a 
bit off 

Glenn and I - timing good, clean 

10-10-90 
"Lovers" with music 
1. Betsy & Piroose - music was nice with it, especially the 
change to another song. There were places that didn't flow 
very well, it seemed that concentration was off a bit. There 
was a lot of improvement, though. 
2. Anna & Mark - strong beginning with Mark's entrance. 
Mark's landing seemed too harsh, nice hand work, good control 
with back dissections 
3. Lucas & Jerry - nice music 
Jerry - excellent concentration focus. It was very 
interesting to see the way the music fit. 

10-12-90 
Today we put all of the "Lovers" mimes together. Debbie 

sort of choreographed it. I wish that I could see what it 
looks like for all of us to be doing our mimes 
simultaneously. I really enjoy working with Glenn. He's 
very intense in all the mime work I've seen him do. The mime 
we did was sort of a chase and catch game. The girl plays 
hard to get, leads him on for a while, and then drops him. 
It's amazing how the few exercises we've learned can end up 
telling a story so well. I'm learning a great deal about 
body language through this class that is helping me be more 
aware of my physical presence as an actress. It keeps me 
from relying too much on facial expressions. 
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10-17-90 
Today we learned a type of realistic mime. Debbie showed us 
how to pick a flower. Unlike the abstract mimes, the 
realistic type of mime is closer to pantomime but keeping the 
mime stylized keeps it from becoming pantomime. We were 
given the assignment of coming up with a realistic mime about 
Campus Life. 

10-19-90 
Debbie gave us an extension on our Campus life mime 
assignment. No one was ready. I had a little trouble in 
trying to incorporate the exercises we've learned into this 
type of realistic mime. 

10-22-90 
Some people performed their campus life mimes today. 

Anna Jones did a good job. You can tell that she does good 
preparation on her mimes. She incorporates a lot of eagles 
and Tour de fiel in her mimes. She has a really nice fluid 
style. Her long arms make for really nice extensions, too. 
Gerry's mime was also good. it was creative, but at times it 
tended to be a little too pantomime. there were moments when 
I couldn't tell what she was doing. Gerry has a really nice 
style though. I enjoy watching her. 

Glenn did an excellent mime. He was playing pool in the game 
room. It was very creative. He did an excellent job of 
incorporating dissections and tour de fiel. It was fun to 
watch! 
Betsy had a really cute idea. She was a bow head working out 
in the rec. center. Some parts didn't flow as well as they 
could have. 

10-24-90 
The most difficult thing for me in doing the campus life mime 
was keeping it from becoming pantomime. There is such a fine 
line. I suppose that actors have a tendency towards 
pantomime because of having to during rehearsals when there 
are no props. 

10-26-90 
Betsy performed her mime with music. She used a song called 
"Cause I'm a Blonde." It was really cute. I could tell that 
she worked on it. It seemed to flow much better and things 
seemed clearer. She especially emphasized the bow on her 
head. The music was hilarious! Gerry used the song "Jump" 
by Van Halen. It complimented her mime very well. The mime 
seemed much clearer today. Glenn performed his mime to 
Michael Jackson's "I'm Bad" it was absolutely hysterical! It 
was amazing how well the music fit. Glenn has really good 
control. 
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10-29-90 
I performed my mime to the Monkey's "Daydream Believer." It 
seemed to fit as I mimed waking up in the morning, getting 
dressed, putting on makeup, eating breakfast, and being late 
to class. 

We worked on our abstract emotion mimes. We're going to 
perform them simultaneously. 

10-31-90 
It was a free time to work on our painting mimes. I got a 
really nice art book from the library, but it's hard to 
narrow down my choices to one painting. I'm not really sure 
what to look for in an abstract painting because I really 
don't know how to go about developing a mime for one. I 
think I'll just pick one that seems the most intriguing and 
ambiguous to me. 

These are some of the paintings I've found interesting: 
1. Helen Frankenthaler's - Jacob's Ladder pg. 140 
2. Henry Matisse - Memory of Oceania pg. 132 
3. Hans Hofmann - Memoria in Aeternum pg. 133 "push & pull" 
*4. Agony - Arshile Gorky p. 41 
5. Actor's Mask - Paul Klee pg. 21 

It was a difficult decision, but I chose the Gorky painting 
entitled "Agony." The more I looked at it, the more 
intrigued I was with the many angles of interpretation there 
are. The images I see when I observe this painting are: 
1. In a ball on the floor, curled up with face in lap. 
2. The intense pain forces you to move; dissections (waist, 
chest, head, neck) up. with arms in back on floor stretched 
out. 
3. Then move with back to audience and drop head neck with 
arms in front and hands on knees. 
4. Arm undulations and rise to standing slowly. Begin an 
eagle, but break into leaps before hands come together. 
5. Spin in a pattern as in the painting 
6. Push as if trying to get out. 
7. On last try, let arms hang in back, keeping waist 
dissected backwards with head, neck, and chest still 
straight. Drop to knees doing front undulations. With arms 
in air squeeze fists and end in curled position. 
*This painting reminds me of the worst case of menstrual 
cramps I ever had! 

11-5-90 
Painting Mime 
Gerry-good definition of space. Definite beginning, middle, 
and end. "Homage of a Square." 
Anna - "Dynamism of a Soccer player" - good use of exercises 
Chiffon - good use. 
Betsy - "Effervescence" - good arm undulations, good 



243 

variations on theme too. 

11-7-90 
I was out of town with the ACTF group. 
11-9-90 
I was out of town 

11-12-90 
Today Lucas performed his campus life mime. It was about 
painting a picture of something in art class. There were a 
lot of good and interesting things, but at times things were 
more pantomimed instead of stylized. 

Then as a group we did 2 abstract mimes; fire and tree. 

11-15-90 
The painting I'm using for my realistic mime is called 
"Pantomime" by Frederic Taubes. 
I think I'm going to use Pocabell's Cannon in D. 

1. Begin in same position as painting 
2. Move from sculpture to sculpture trying to imitate them, 
(incorporate dissections) 
3. Pick up violin and pretend to play it. (incorporate spins) 
4. Place violin down and pick up flower, put in mouth and 
notice man. 
5. Dance 

-the flower falls to ground, stop to pick it up, 
and notice that he's gone when trying to give it to him. 

11-16-90 
Mark - abstract painting mime very good, great use of 
movement 

Betsy - good use of arm undulations. Good variation in 
movement (dissections, speed, pauses.) The water background 
worked well. 
Gerry - Realistic with music 

very strong, music worked really well. 
Anna - Realistic with music. Very good music (Lucy in the 
Sky with Diamonds) was very good with it. 

11-19-90 
Glenn performed his realistic painting mime - it was called 
"The Gambler's victim." 

11-26-90 
We practiced the box mime. 

11-27-90 
Monday night rehearsal 7:00 



244 

Performance Order 

1. Prodigal Son - *Everybody 
2. Glenn's gembler (I'm in it) - * 
3. Anna's campus picnic 
4. Mark abstract 
5. Betsy's Ophelia 
6. The tree - (except me) 
7. The Pantomime mime - me * 
8. Gerry's Square 
9. Lucas 
10. Everybody Emotions. - * 
11. Anna's Parasol 
12. Glenn's green death 
13. Betsy the bowhead blond 
Intermission: 
14. pick flower * - everybody 
15. Mark's 
16. Agony - Me -* Abstract painting 
17. Gerry bus 
18. Betsy's abstract 
19. Mark's campus life 
20. Anna's Soccerism 
21. Fire - Everybody - * 
22. Lynnette Campus Life - * 
23. Christina's World 
24. Glenn's campus life 
25. Lover's mime - * with Glenn 
26. Box - * 

12-3-90 
In class we went through the second half of our performance. 
I'm getting a little nervous because I couldn't remember most 
of them. I'm sure that the mimes I end up doing this weekend 
during the performance will be very different from my 
original ones. 
Evening rehearsal: 

Tonight's rehearsal brought alot of things to my mind 
that I forgot I'd need for the performance like my scarf for 
the pantomime mime and red sweat pants for my Agony mime. We 
had alot of fun rehearsing but most of us were stressed and 
pressed for time because of finals this week. Going over my 
mimes helped me to remember them. I mean I was really 
surprised that I remembered them so well. In fact, I got 
some new ideas that I'd like to incorporate. 

I have really enjoyed this class. We've all become good 
friends and have had fun together. There's quite a bit of 
trust within our class too. It's been great to be a part of 
it. Learning mime has helped me to develop some skills in 
communicating with my body. In acting it is easy to rely on 
your facial expressions and voice to communicate. I'm glad I 
had the opportunity to take this class. 



245 

ANNA; 

8-29-90 
I really think I am going to like this class. I really 

need to develop more control over my body, and these 
dissections are definitely one way to do that! Sorensen 
talks a lot about breaking up the body, but I never realized 
so much control was possible. The spine is so important, and 
we are literally learning to dissect it and get to know it so 
we can use it to its fullest potential! 

I like the size of the class - the smallness of it 
really allows for individual attention and growth. I'm 
excited about it! Can't wait to go back! 

8-31-90 
Dissections are getting easier! It's strange how diff. 

things work for different people. Like, it really helps me 
to look straight ahead on the horizontal chest dissections, 
but on the waist ones, I turn my head with my body. I like 
the undulations - they feel graceful and fun (at first). But 
how could anyone do 100 of them? I'm interested to learn 
more about what Debbie was saying about how different 
movements portray different emotions - like undulations done 
slowly show sadness, etc...I can't wait to be that aware of 
my body. I hope this class can teach us total body control -
sounds like it will! 

9-5-90 
We didn't have class today - Debbie was ill, and you 

know what? I missed it! I really am enjoying the class - I 
was looking forward to learning more exercises so I could 
really begin to work on my first mime. This sounds silly, 
but I can't wait to do it! I'm excited about it! I guess 
this class is just really fascinating to me! and FUN! It can 
really allow for creative expression and yet teach you a lot 
at the same time. I guess I just can't comprehend being that 
in control of my body! I'm so excited that this class may be 
able to teach me that! 

9-7-90 
"The poke and dissect" game today was neat - a real 

challenge. Not only did we have to move our body, but we had 
to really think about what we were doing. What does this 
poke mean? I like the mannequin thing today, too. I just 
wonder if we can't take it a step farther and dissect more 
than one part of the body. 

My waist was beginning to hurt a bit today - needless to 
say I'm out of shape! Oh and the undulations - ouch! 

Back to the mannequin thing - I was just thinking how 
much that could teach us. We can see for ourselves (without 
a mirror) what our bodies say or what they look like in 
certain positions. I can't wait 'til I get to set the 
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mannequins up. 

9-10-90 (written 9-11-90) 
My whole body is sore 

combat in Lab 1 I'm sure! 
the "eagle." I was practi 
really graceful - like I c 
too. Looks as nice as it 

The leg thing hurts! 
you're balancing on your t 
thighs need it. Tour 'Eif 
hurts the next day! You g 
though. I've been doing i 
around. It's starting to 

Our mimes are due Pri 
a bee or a fly. Think I'l 

and all the 
I really like 

and it felt 
really pretty. 

! From mask, mime. 
Oh well, I need it 
cing it last night, 
ould fly! It looks 
feels. That's neat. 
The right-up-left-down one where 
oes! OUCH! Oh well - my flabby 
fel (sp?) works for a while, but 
et better at it with practice, 
t whenever I'm just standing 
work for me. 
day. I want to do fear - maybe of 
1 experiment tonight. 

Fear 
Standing - eyes closed 
Hear something - Open one eye - look left, right 
Close eye 
Louder - Open both eyes wide, look L. R. 
H head R, L, R, L, center 
Look far right, H neck R, L, center 
Look up, head up, neck down, look left, right 
head center 
H waist R, L, R, L, center 
follow bee with eyes 
hand undulations (right hand) 
then both hands 
H head R, L, R, L, center 
Tour 'Eiffel - eagle (side undulation - snap bee between 
hands) 
H head R, L, R, L - forward undulations 
V frontal dissection *stay for a while, then up 

9-12-90 
I don't feel comfortable with this first mime at all. 

We only know certain things - I feel so limited - there's no 
freedom of movement. I must be having a creativity block, 
too, because I'm having a hard time thinking up anything 
beyond what little I already have! 

I was glad to do some of the exercises today. They 
helped work out my soreness. I really don't have anything 

say - I just need to work on my mime! else to 

9-14-90 
Mimes - (in class) 

Mark tour eifel - eagle, leg twirls, eagle, fall to 
ground? emotion - death. 
Anger, need more jerky movements. 

sorrow? finality 



Geri 

Lynnette 

Glenn 

Mine 

Betsy 
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hand und. triple arm und., single und., frontal 
und. e'cat, leg twirls, tour 'eifel, eagle 
emotion - peace/joy, slow, graceful then built to a 
faster pace, climactic like joy; work on detail. 

back dissections, frontal und., e'cat, hand, und., 
undulations, tour eifel, eagle, left vertical dis
sections, tour eifel 
emotion - infatuation/joy; embrace what you're 
doing. 

H head, neck, chest, waist, back vertical dissec
tion, undulations, double, triple, leg twirls, 
e'cat 
emotion - anger; very deliberate, precise move
ments, sharp. 

sort of weak, but I think it conveyed fear - a bit 
amusing - possibly annoyance. 
No insect - more generic; go down on knees 

vertical right, frontal e'cat, frontal und., tour 
eifel, eagle vertical dissections 
emotion - sadness, slow limp - uncaring, downward -
all movement was downward. 

9-17-90 
I'm working on perfecting my mime, and I like it much 

better now! I can't wait to put my music with it! 
The prodigal son mime is neat - very symbolic gestures. 

But everyone looks so serious when they do it. There's no 
emotion in it - just stiff stilted movement?? I always 
perceived the story to have a certain amount of joy about it 
- maybe it's only this way because we are just now learning 
it! I hope so! I guess we'll find out shortly. I'm not 
sure I like not using the face - why can't you complement the 
mime with the face. I guess, being an actor, it's hard not 
to use my face - I love facial expressions and my face is 
very expressive. But I guess it's good also to not rely 
solely on the face. This class will be good for getting us 
to really use our bodies! 

Fear - Revised 

start in vertical dissection (already down) 
dissect up 
h head, slow right, left, fast R,L,R,L,R,L 
h neck, R,L,R,L,R,L,R,L 
h waist, R,L,R,L,R,L,R,L 
undulations - halt at side, h neck, R,L 
double undulations " " ", h neck, R,L,R,L 
go on up with und. cover head 
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vertical dissection 
come up h head R,L 
frontal und. halt in front 

/ back dissection, halt at front 
repeat 
all simultaneously: 
hand und. (build to wrist, arm) 
h head, R,L 
h neck, R,L 
vertical dissection (R, then L,R,L) 

up - let und. slow down 
tour eifel - forward 
h head R,L,R,L 
come up 
forward dissection 
triple und. h head R,L, - down and cover head 

9-19-90 
Reworked mimes -

Mark eggshell - sharp movement, reminded me of ritual -
preparation - stern movement, not rigid, but force
ful - lot of tension! 
did not move before movement 

Geri nice, soft movement, goes well music, flowing 
strong movement, flying! nice build, looks like 
Olympic runner, nice ending 
relied heavily on music 

Lynnette nice, flowing, works well with music, double/tr 
und. = fatigued? nice adaption of eagle, good 
ending 

Betsy wonderful music for what she's doing, love the 
trying to come up and tour eifel - head tilt really 
helped. 

All the mimes are so much better! I'm impressed! BUT -
no one started the mime first! I thought Debbie said that 
was the main difference between dance and mime. Mark's was a 
lot better, but I'm not sure it was anger. I guess it was a 
subdued anger! His movement was slow and deliberate - almost 
psychotic - scary! His face was very stern - that really 
added a lot. The one critique I have - I would not use 
circular motions to show anger (too round and soft). Geri's 
was good too but a little too intense for happiness?? maybe? 
But her movement was nice - nice build, too. Lynnette's was 
really good - her song was very nice, but...her undulations 
were strange - for some reason it read as fatigued to me? 
Anyway... Betsy's was much better! She got really creative 
with the undulations. All of them were markedly better! 
Sorensen should have seen these! 
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9-21-90 
Lucas Robot - then life - rejection back to robot 

wonderful stops and starts as robot! systematic 
movement 
conclusion - rejection, love, infatuation 

Glenn very rigid - deliberate movements - good use of 
ankle turns! his whole body seethed anger! even 
the gritted teeth! his whole body - all the 
muscles were contracting and conflicting; He's so 
good! 

Lucas - with music 
same as before?? But beginning was better, last 
transition needs work; the love part needs more 
fluidity - grace!! more flowing movement 

9-26-90 
Let's see... we learned spins, pushes, pulls; reviewed 

prodigal son mime; learned leaps, and I think that's all. I 
like the leaps - they make you feel like a dancer, only 
stronger and more determined. They're fun, too. I imagine 
there are lots of ways to do them that can all read 
differently. (eg. hard, heavy leap = anger, light, air leap 
= happiness) The spins are neat - looking, but hard to do! 
I can spin better on my right leg than on my left. The left 
foot spins are more out of control, and they don't come as 
far around. I love the push/pulls! especially the push! I 
love the ripple-like effect of the body (although it's hell 
on the back). Your torso actually does its own undulation -
the whole body is in fluid movement with all parts focusing 
on the same goal. It feels really neat to do it - feels 
pretty, graceful, strong! 

I have a neat idea for a mime - a task mime maybe. I 
can use this idea - hope so! 

9-28-90 
These walks are weird, but I like them - I'm not sure if 

I'm coordinated enough to do them, but we'll see! I'm sure 
they'll come with practice. I think my favorite so far is 
still the push, but the frontal walk is neat, too. I can't 
seem to get my hands going with the horizontal walk. I've 
pretty much got the feet down, but I always end up with the 
same arm and knee popped instead of opposite sides (did that 
make any sense??) I start out ok, but when I speed it up, I 
get screwed up. It's natural to swing the opposite arm, but 
for some reason I can't seem to handle that! Oh well, let's 
be patient, that will come with time, too. hopefully! 

10-1-90 
I was watching myself do the walks in the mirror before 

my dance class today. It looks a little better than it feels 
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(but not much) - thank goodness. The horizontal walk is 
coming along better than the frontal. I'm sure it just takes 
practice. It's not only coordination - it also takes a lot 
of control and leg strength I guess. I think my calves are 
getting stronger from tour 'eifel - my feet muscles are, too. 

I'm curious to see how the duet mimes are going to work 
out. I hope we don't have to rehearse it completely outside 
of class. With our busy schedules, that will probably be 
next to impossible. 

We didn't work on spins today. I really need to work on 
those! Maybe I can do it some on my own - if I remember! ha! 

10-5-90 
I forgot to write We., so today will be for both, ok? I 

like doing the duet mime, but it's hard to get the timing 
down! I really like our choreography - especially our use of 
dissections! We even use backward dissections!! Can you 
believe that? I wish we had more time to perfect these! I 
hate doing half - performances! But - Oh well. Maybe we can 
really get it down Sunday night when we rehearse! I really 
like our idea, too - the mating ritual, etc... I hope the 
ritualistic quality really comes out. I also hope it's 
abstract enough - I think it is! 

I'm having trouble thinking of anything to say! Sorry! 
I am kind of worrying about my facial expressions - are they 
too much, too big, etc...? Can you use your face in mime? I 
mean, even when we use masks, we do facial expressions. As 
actors, it is a fundamental part of our being! I don't know 
how not to* use my face, you know? 

I'm excited to see everyone's mimes. I hope they are 
all good. Mainly, I just hope we're improving! That's what 
counts! 

10-8-90 
Geri & Lucas 

head tilts - wonderful smooth, interesting use of 
undulations, nice use of dissections, good incorporation of 
conflict, flowing, smooth, pretty to watch, graceful, good 
embraces; Lucas - needs more abstract stuff 

Glenn & Lynnette 
nice beginning - separate! interesting conflict, both 

between them & within Lynnette, playful - fun - Funny how 
male is always aggressor, powerful ending - sad, unexpected 

Pirooz & Betsy - very comic; cute und. to face, cute kick to 
rear, nice combat - great use of spins! good conflict. They 
weren't really together, but it worked well 

Us - more extensions, work on getting out of positions 
gracefully, really use arms on turns 
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10-8-90 
I was very impressed with the mimes today! I'm seeing a 

much higher level of focus and commitment to the class. 
That's exciting. I guess the duet mimes were a good idea 
because when you have a partner, you can't slack off! It's 
so interesting to see how everyone's style differs so 
greatly. We all do pretty much the same exercises, but each 
one makes it look a little different. I'm really starting to 
believe Debbie about the extensions. I think that's why 
Geri's mimes are always so pretty - she has such graceful, 
beautiful extensions. 

Everyone is really improving - that's neat to watch! I 
wish we could videotape ourselves! I'd love to see how Mark 
and I look! I think the music may help clean up or smooth 
out our transitions! We're going to work on it tomorrow. 
So...until then... 

10-10-90 
"Lovers" with music 

Betsy & Pirooz 
with the music! love the push/pull with no touching 

trouble with balance trouble with focus 

Glenn & Lynnette 
wonderful music at beginning 

all the way 
nice rhythm - intense 
nice mirrors 

love the back to back eagles so dance - like! Glenn's 
getting good at spins! 
BEAUTIFUL! 

Lucas & Geri 
great music 

the heads turns were great with music 
G - good angry horiz. dissections 
nice embraces 

10-10-90 
Music really added a lot to all our mimes. Glenn and 

Lynnette's music was perfect for their mime. Everyone really 
cleaned up the mimes - for the most part. I felt like ours 
was much stronger simply because we smoothed out the transi
tions like Debbie said to. It's very obvious to me now how 
nice extensions look on stage. They really say a lot. 

Pirooz & Betsy still seemed a little out of focus (to 
me). But to the other extreme, Glenn & Lynnette were so 
intense! very powerful - exciting to watch. Geri & Lucas 
really made theirs much clearer, especially the middle part 
(conflict). 

I'm not sure Weaver liked it, but oh well. I'm glad we 
had an audience! 
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10-12-90 
Interesting things happened today as we all did our 

mimes at the same time. A lot of dynamics were at work -
wish I could have watched! By the last time we did it, I 
felt like our kinesthetic awareness (to use a really big 
word) was really heightened. We were all very aware of 
everyone else's movements and " " space. I bet all the 
mimes look really neat together. It's fascinating how it can 
all come together to produce so much. I think we're really 
beginning to define relationships within the mime - that's 
important, it looks pretty when you have a reason behind 
every movement. 

I like the choreography at the beginning to get us all 
on stage, but I like the concept behind it more! It's a 
really nice set up - do we get to do this for an audience? 

10-15-90 
We learned to pick a flower today! It's amazing how 

something so simple can require so much - so much movement 
and stylization! I guess that means our campus mimes need a 
lot of that. Mime is so controlled. The stylization adds so 
much more than mere pantomime! It really looks neat on 
stage. 

The line we did with picking the flower was awesome. It 
was like a 6-7 dimensional effect. It was like a slinky! 
Doing the flower picking almost makes your body feel like a 
slinky. It's a neat sensation. 

10-17-90 
No class 

10-19-90 
We all bowed down to the great goddess of mime today 

because we weren't prepared. So, all we did was our group 
lover's mime and work on our specific ones. I'm going to use 
some of her suggestions like spilling coke on me, then seeing 
someone else as I'm leaving, but realizing I have coke all 
over me, so I don't approach him/her. I need to clean up the 
grapes section and my profile walk. (Stop bouncing so much). 
OK - back to the drawing board! I knew it needed work - why 
else do you think I'd kiss your foot? ha! 

10-22-90 
Campus Mimes 

Geri 
better than the other day, but at times I thought she 

still pantomimed a little much. She's so interesting to 
watch because she puts her whole body into it! She has so 
much energy and passion. She's really got the frontal walk 
down! She gave us a good example of needing to isolate one 
part of the body (when she was riding on the bus). It 
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becomes clearer and clearer the more we do these how 
important form and stylization are. 

Me 
Mmmm... OK - I guess. Could've been better. I still 

need to clean up the grapes section, but Debbie did say it 
was a little better. She didn't say I was bouncing on the 
profile walk. Maybe I'm doing it better! I also need to 
clean up the ending - make it clearer - stronger. 
Stylization was good - which is a relief - I'm glad it all 
worked - I didn't know if it would read well or no-

Glenn 
very good! Fight was great! Images of the other people 

were very clear. The beginning had me lost - I thought he 
was at his locker or something, but it was clarified later 
on. He has very good control of his body; it's nice to 
watch! He really gives it his all. 

Betsy - very pantomimic! But a good story - well developed, 
shower was nice - undulations around head, et. . . Overall it 
was way too specific. The lifting weights was good, too -
the fall to ground was great, (will do it again Wed.) 

10-24-90 
I was absent most of the class, but I saw Glenn's with 

music - it was great! The music really fit. 

10-26-90 
Betsy with music - better, it's improved from the last time I 
saw it. The song is hysterical! I think the main thing 
Betsy lacks is focus. And commitment! She is a good mover; 
if she would really commit to the stylization, it would be 
wonderful. It's such a funny mime anyway. 

Geri - cute, good music choice, like the addition of the 
water fountain in the beginning. Towards the end, she 
slacked up a little, but over all it was good. She used the 
walks right this time! Profile for horizontal and frontal 
for facing audience! 

Me Fine - end needs work, I know. I like this mime better 
with this music and this theme. 

10-29-90 
Lynnette - with music - wonderful getting up 
love the primping! stylization was great! Her running with 
the frontal walk worked - better than my run with profile 
walk. 
These campus mimes are really going to work well with an 
audience! Especially people we know. And with the music! 

The emotion mimes all at the same time is really going 
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to have a neat effect. I wonder how we can work it out so 
that everyone ends at the same time? That could be really 
powerful. this whole performance is going to be like a 
collage. I almost wish I wasn't in the class so I could 
watch it! Maybe we could videotape it!!! I hope so!? 

10-31-90 
It's Halloween and we used masks today - how 

appropriate! Those are some strange masks! I guess I had 
something different in mind. But it was neat how everyone 
found one so appropriate to their piece. They bother my eyes 
- or at least mine does. Every time I blink, my eyelashes 
hit the mask - they're not very comfortable, but I'm sure 
they look neat, so... 

I wonder if we're gonna do anything with the flower 
mime. It might be a neat way to begin or end - you know, 
give a flower to the audience members? I don't know, but I 
really like it. It's so simple, yet it is the essence of 
mime! 

11-2-90 
Lynnette - "Agony" 

good body contortions - to show pain; great pushes -
lots of struggle ; interesting use of spins - fleeing from 
the pain? good ending. seemed like she was fighting the 
pain , the tension, inner push/pull really added to the drama 
of the piece. 

Much cleaner with the music! the sudden stops after the 
spins were good - almost like she was a puppet to the pain. 

Glenn - "The Green Death" oooo! 
symbolic Hawaiian shirt! ha! 

great start - love the undulations to come up from 
dissection; the variation on the flower was neat backward 
push - nice 
interesting ending 
the spins - were they like the swirls in the picture - maybe? 
he finds the best music! 

11-5-90 
Geri - good, simple, definite beginning, middle, and end 
wanted her to deal with all 3 squares, not just one 

Me - fine - they like the colors - the scarfs, "I had an 
'inner - mime' going on!", good beginning 
new word (besides inner - mime and mimetic) -
dynamism! use it 

Betsy - some really good moves the "emotions" weren't really 
clear - but she admitted that; neat beginning, good 
suggestion - work into a frenzy! don't lose character when 
you mess up. 
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11-7-90 
Geri (w/music) - much better! She really used our 
suggestions well! I did notice, though what Debbie was 
talking about with the modern music making it too bouncy. 
Her story-line is much clearer now. She really added a lot 
to this! 

Betsy (w/music) - Much Better!! Some really nice moments, 
but there were times when it was too dance-like rather than 
mime. Her music collage was awesome - she really put some 
work into it! If she sticks to mime with this, (rather than 
dance) it will really be great. Best stuff she's done. 

Me (w/music) - Wow my best work yet Debbie said! Ya! she 
liked it! Even though it was CATS music no one seemed to 
mind. Debbie said it was because I let the mime build with 
the music well. So I am glad the music worked - even though 
the scarfs "fo-pahed" this time! Guess I need to practice 
them a little more. Oh and the ankle-thing worked - Geri 
mentioned it. Overall, they said it was better this time. 
Need to end it with the music! 

11-9-90 
Lucas showed up again today! Wow! ha! 

Mark - Abstract art mime - unusual, was it improv? It looked 
sort of sloppy to me. Although the painting is sort of a 
scattered frenzy, I want him to be in control but showing us 
this frenzy. 

w/music - pretty much same as before. He dropped on of his 
bandanas this time - it looked really neat. Hope he decides 
to shed them all at some point. I still want to see more 
control of the frenzy, more mime movements, too. It's a 
little too random (like Improv). It's stylized and yet it's 
not.? He definitely needs to work on it! 

Lucas - emotion mime w/music - this was so long ago! seems 
like it was longer last time! He still needs better 
transitions. I almost want the robot to be more sharp, 
rather than fluid but jerky stops. I'd like to see every 
movement "popped" at the beginning and then after transition 
- all slow, flowing, graceful movements. 

Improvs-
old tree and seasons - weird, hard because I don't 

picture old knobby trees moving very much! I just wanted to 
make still shapes rather than move. It was interesting how 
the movement evolved thru the seasons. 

fire - really neat! the "growing" was awesome. I 
enjoyed the freedom of the improv even though it was still 
restricted to mime. I wonder how it looked - I wish I could 
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watch it! 00! idea! If we do this again - sparks! 

11-12-90 
Lucas 

good preparation rituals too pantomime! realization was 
indicated (the "Oh!") 
like the throwing away of the paintbrush, too specific(?) 
nice pushes to look at painting, how about more arm movements 
for stylization? "get as far away from pantomime as 
possible" 

w/music - pretty music 
good walks 
much better w/ easel and painting really pop head to look 
back and forth 
good lunging to look b & f 
better! more stylized 

Improvs 
tree - felt better this time because we could grow, 

emerge through the seasons, it really seemed to work well the 
first time when Debbie was calling out the seasonal changes, 
the second time we were all off! 

Fire was neat again today too! The splitting off and 
breaking away was my favorite part this time. Oh - and then 
when we "died", it was really neat. 

*This is a lot like my dance improv class - I hope that 
doesn't mean I'm not using mime movements. Whatever - it's 
really fun. It's neat to think that we are good enough (or 
at least well grounded enough) in mime to be able to do 
Improvs now! 

11-14-90 
Geri - very good - very nice 
good balance, I like what she did with this painting. 

Bring all music 
emotion - Beethoven 
Lovers - Debbie's 
Campus - New kid in Town 
Abstract - Cats Overture 
Realistic - LSD 

11-14-90 
start in position 
spin out 
sway in wind, full circle w/ parasol, throw it 
arm out (L then R) 
undulate, waist dissection 
gather wildflowers, smell them, then discard like 'ecat 
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go to gather on left, see on particularly pretty flower pick 
it 
spin down on knees like boy 
pick up parasol, twirl it around open it up 
do eagle w/ parasol 
at lunge - spin around leap into final place 
start - confined- flowing-
-go back to " Venus flytrap walk 
walking w/ parasol 
*more spins 
creating image of dress and veil on face 
more leg things w/ parasol 
wind blow parasol away 

11-16-90 

Lynnette - "Pantomime" 
very good! Really brought the painting to life! I'm 

jealous! I don't feel like mine is that good. She really 
became that character! 

Mark 
good, like the shedding of the scarfs, very sporadic -

like Debbie said - made me nervous seems like he's cleaned it 
up s ome 

Betsy 
good beginning nice slow, deliberate movements 

what's she doing? 

Lynnette w/music 
even better with music 

Geri w/music 
good music!! Really gave it a mood! sweet but sad 

Me w/ music 
better - thank goodness 

Betsy w/music 
neat choice for music the water effect was great! gosh -
this is sad! 

11-19-90 
Glen - realistic painting - good - he's so funny with his 
little facial expressions. This was a good example of mime 
vs. pantomime. His movements wee very specific, and you knew 
exactly what he was doing but it was very stylized and still 
"mime - like." His inner - mime really came across well -
veritable soccerism of gambling! ha! 
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Make-up 
all white face - line edge of "mask" w/ black, fully 

color in lips (black), draw fake eyebrows, heavily line the 
eyes, can do different things around eyes (lines, triangles, 
diamonds) 

11-21-90 No class - Thanksgiving 

11-26-90 
Box mime - interesting - I bet it looks neat from the 

audience! Can't wait to see the painting it goes with. 
Final performance is Dec. 7th & 8th at 8:00pm! OK - got 

it! I hope a lot of people come to see it. I think they're 
in for a neat surprise! I mean I never knew mime could be so 
much - all I ever thought about mime was the traditional mime 
being stuck in a box or behind a wall. This class has really 
"opened my eyes." Mime has endless 
opportunities/possibilities! It's got almost as wide a range 
as dance. I really like this mime stuff. I'll miss it next 
semester. 

11-28-90 
(Mon. Dec. 3rd) 
Order of Performance 

1.) Prodigal son (everyone except Betsy) 
2.) Glenn's gambler (Betsy, Lynnette, Geri) 
3.) Anna's picnic 
4.) Mark's abstract 
5.) Betsy's Ophelia 
6.) everyone - tree (except Lynnette) 
7.) Lynnette - Pantomime (Anna & Mark) 
8.) Geri's square 
9.) Lucas - painting 
10.) everybody emotion w/mask (not Lucas) 
11.) Anna - Monet (Lucas, too) 
12.) Glenn's green Death 
13.) Betsy's campus 
Intermission 
14.) Picking flower - ripple (except Mark) 
15.) Mark's ocean (we are waves) 
16.) Lynnette - Agony 
17.) Geri - bus 
18.) Betsy - abstract 
19.) Mark's campus 
20.) Anna's soccerism 
21.) Fire (everyone but Anna) 
22.) Lynnette's campus Life 
23.) Geri's Christine 
2 4.) Glenn's campus life 
25.) Lovers (except Betsy) 
26.) Box mime 
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Transitions 
I. Prod. Sun (l)Mark & (2)Me at back (in ripple) 
Anna - lunge pull curtain open Betsy and slip out 
Glenn's Gambler 
Lynnette open curtain - I come out 
Picnic - Mark opens curtain - head to look at him, leap to 
him - push him down in place, exit SR aud. 
Ophelia, come on stage 
Tree arm up center (end) Lynnette thru curtain 
Pantomime me and Mark in place (SR) Lynnette leaves, walk 
out arm in arm Geri comes in thru us 
Square 
Lucas - painting 
Emotions - file out in 2 lines 
take mask off give to Geri 
Monet (w/Lucas) off arm in arm 
Green Death 
Betsy look out at aud. thru curtain 
Intermission 
II enter SR door after Lucas (3rd on knees) 
exit through curtain 
Lynnette - Agony 
Geri Betsy 
Anna exit UC change costume 
Fire (not me) 
Lynnette exit upstairs 
Geri square exit lab door 
Glenn - pool exit SR 
Lover's Anna enter UC 

12-3-90 

Class - worked through Act II few if any transitions 

Rehearsal 
tedious just like all techs. wish we could do a 

runthrough in class Wed, rather than Thursday afternoon! Oh 
well. If everyone takes this seriously, it should be a 
really good show! I can't wait to see the video! I really 
need to practice these mimes with my music! Shoot - I need 
to practice just the mimes themselves! We all do! Talk 
about IMPROV night!! Surely with an audience we'll really 
perform! I hope so!? 
Let's see - what do I need for the show - Checklist: 

box parasol 
3 scarfs 
costume red & white shirt, blue pants, 2 orange socks, 
one yellow sock 

I guess Debbie is a little disappointed in us! What a 
rehearsal! Course she knows we're all hams! Just give us an 
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audience! Glenn is sooo good! I hope he doesn't outshine 
the rest of us! Well, I just won't let him! ha! OK - I'm 
gonna go over each of my mimes 4 times before 
Thursday/Friday. Once (each) Tuesday, Wednesday, Thursday, & 
Friday! I can do that! I'll make myself. I can't wait to 
see It w/the slides. I hope that has the effect we're hoping 
it will! I don't think I'm gonna worry about music - Michael 
will fade it for us, so... Just re-memorize & hey - I'm on my 
way... to Mime Stardom ha! ha! ha! (yeah, Debbie, I can 
hear that sarcastic laugh now!) 

What have I gotten out of this class? 
I feel like I've gotten a lot out of it, but it won't 

take many words to express. Let's see, the most important 
thing (I think) is body control and a sense of how the body 
can communicate! That's important to me as an actress 
because so many times we rely on our faces and voices. But 
even in Principles II we learn to break up the body and all. 
so this class has really emphasized the body for me. Some
times I still wonder how effective I am. I mean, like Glenn 
is so good, and I don't know, I just wonder... I guess, 
personally, I would have liked more feedback from you, 
Debbie. Not just how to improve a particular mime, but more 
of a general sense about why some mimes are better/more 
effective than others. I mean I feel like I've learned a 
lot, but I'm still not sure about where I stand as a "mimist" 
(or whatever). Does that make any sense? I still feel kind 
of vague about - oh I don't know - about how effective I am I 
guess. I want to be able to do a mime & know for myself 
whether or not it was good (just like when I do a scene or a 
monologue). Maybe that's just something that comes with 
time, practice. - just like a beginning actress! I guess! 
We shall see! 

Oh! I have also learned many new words in this class: 
soccerism 
inner - mime 
veritable plethora > just to name a few 

6 ^ W • • • >f l̂  V̂  • • • 

I just read the objectives for the course on the 
syllabus, (yes, just now ha!) Anyway - they're interesting. 
I can see where most (if not all) have been met. I just re
read them & yes, all were accomplished I think. We are 
definitely more aware of the self & expressing that self 
through physical action. I would dare say all of us have 
become more adaptable to physical styles & forms of 
expression. And having seen some of this mime training carry 
over into my acting, I do think it can help me with the 
"physical nuances" of a character. Funny how I just now (at 
the end of the course) decide to read the objectives! Good 
job. Deb - you accomplished you goals! 
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BETSY: 

Journal 
8-29-90 

Today was my first day of Mime. I really liked it. It 
is very different though. I though that this class was going 
to be a Pantomime class, until I found out the difference. I 
never knew that there was a difference. I really like the 
work outs, the breaking down of the body - in which I haven't 
done in so long. Really made me aware again of every part of 
my body. The only part I didn't like was going backwards. I 
have a bad back. And it hurt, but I believe the constant 
work in bending back will make it stronger. No pain no gain 
- I suppose! 

8-31-90 
I loved today. I mean to tell you - I came in here 

feeling like pure caca - and when I left I felt great! It's 
getting easier to find that "notch." When I was moving my 
head and waist to the side - I really did feel that notch! 
It was like a breakthrough or something! Today I started 
feeling even more aware of my body and just how far I can 
push it. 

9-5-90 
Whew! After a long weekend all of my movements seemed 

so strained! But even with that break the dissections 
especially started feeling natural. When I move my waist 
horizontally I could feel a little difference than I did last 
week. I went a little further and I could feel it!!! 

9-7-90 
Well, I know that these journals are going to seem a 

little redundant, especially now at the beginning because 
even though we're learning new movements, all that I can say 
is that I feel my body being pushed and pushed a little 
further each class. Each class so far I feel that I know my 
body a little bit better each time. It's so different 
because I thought that I knew my body so. well, especially 
after taking 9 years of ballet. But it's different, in 
ballet you can only push yourself so far, you could always 
work for a more full extension, but in this class it's like 
we're working every joint and I love it! 

9-10-90 
I know that this is going to sound awful, but no matter 

how hard I tried, I couldn't get anything out of this class 
today - It's not you! It's totally me, because I was stupid 
enough to go out last night. It did, however, bring me out 
(somewhat) of my hangover - but I promise this will never 
happen again. I'm sorry! 
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9-12-90 
I had to go to the doctor today. 

9-14-90 
Mark 

tour de fiel 
eagle (ANGER?) 
tour de fiel (Frustration) good 

side diss. head, neck, waist 
chiffon front angle, side 
go up 
go around 
tour de fiel w/ eagle 
front dissection w/ chiffon 

Jerry (in a hurry?) 
hand undulations (happy) 
undulations (single) (light) 
chiffon (un, do trois) y CAT? 
tour de fiel - eagle 

Lynnette 
up from back dissection 
chiffon to sides (confusion) 
wrist undulations 
tour de fiel/eagle 
waist (side left diss.) 
neck (side/right) 
tour de fiel 

INFATUATION 
Glenn: 

head side to side diss, 
chest " 
back waist (ANGER) 
undulations very urgent 
not flowing 

Anna: head/neck diss. (Paranoia) 
undulations 
tour de fiel 
chiffon/ diss. FEAR 
tour de fiel 

Betsy 
SUCKED!! 

- clean up dissections 
- go straight down from waist. 

Due Wed. w/ Music 

9-14-90 

Well - I didn't like today too much. Well - I did, but not 
as well as I should have. I felt like I was not prepared 
half as much as I should have been. I got up there and even 



263 

though I had done it over and over at home and in my mind, I 
still left things out and didn't have the amount of feeling 
put into It as I had anticipated. Also having Dr. Sorensen 
here made me a nervous wreck. I felt like such a fool doing 
my mime in front of him. I wish that I had been more 
prepared. Everyone else's mime were s^ cool! They all did 
such a good job. I felt that mine was so. dull in comparison. 
But my next one will be better! 

9-17-90 
Since I haven't been to a real class since last Monday, 

my body really loved today! I especially liked doing the 
Prodigal Son thing (isn't that what it's called?) Anyway it 
was really neat to interact with another person. It was also 
really exciting to watch. Since there was an odd number and 
one of us had to sit out - I jumped at the chance because I 
wanted to see what you saw. It was so COOL! I can't explain 
it in words - it was just so neat to watch! I really am 
enjoying this class - as I was telling a friend - I'm used to 
class like ballet that deal with body, but never did I feel 
such awareness of every part of my body! 

9-19-90 
Mimes 
Mark: (Anger) Music - very nice. Movements very clear, some 

shaky - but w/ time they will probably be stronger. 
Tour de fiel - both toes up. Very good strong ending. 
Strong movement all over - showed anger. 

Geri: Wrist undulations need to be a little more controlled. 
Good arm undulations! Too much to the music - isn't 
the music just supposed to be "there"? Maybe I'm 
wrong? The intensity of her "throwing" the chiffon 
seemed too strong-(I guess the word is) - for her piece 
-it didn't seem to fit. It was really a good mime 
though! 

Lynnette: GOOD CHOICE OF MUSIC!! 
undulations were a little harsh it seemed - But 
this was a TERRIFIC Mime!!! 

Betsy: I finally got together w/ the music! I felt O.K. 
about it - not as good as I should have, though. 

9-19-90 
The mimes today were really COOL! All of the choices of 
music were wonderful!!! But I have to ask a question. I 
though that you said that music is only background. I know 
that our music had to go with our emotions - but in one of 
the mimes it seemed so choreographed. Are mimes allowed to 
be choreographed to music? I'm a little confused!! But it 
was so cool to watch everyone! All of the mimes seemed so 
much more improved! Not that they were bad before - because 
they weren't - but they seemed clean. It was cool!! 
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10-8-90 
Anna & Mark 
- chest dissections sloppy went forward on vertical 
dissection waist 
- leaps very sloppy 
- push pull - put more into it. 
-looks like a paraplegic 
Geri & Lucas 
Geri - if there is toe work - make sure you can do it. Or 
don't! Sloppy - ruins picture. 
Where is the mime? It's all physical - too much!! looked 
like pantomime more than mime. Work on leaps!!! 
- if dissecting horizontally do it right! Toe work 
Maybe because it's too long is why it's sloppy 
Lucas: good job - didn't drop out of sequence!!! 
Glenn & Lynnette 
time 
good leaps and spins! 
opposite undulations cool!!! 
10-10-90 
Pirooz and I did "Lovers." I think that we had a pretty good 
little mime. It was a little too short. We tried to add a 
few things like side dissections and some weird arm undula
tions. It was a lot of fun to make up though - Pirooz was 
great to work with. He had a lot of great ideas and just 
working with him made it a lot more fun. I thought 
everybody's mimes were great. They seemed so much more 
perfected than ours - even though we had about the same 
amount of rehearsals as the rest. Oh well! 

10-12-90 
Today was COOL! I really enjoyed making up the 

beginning part of "Lovers." The transitions and how we 
arrive at our places is really neat. I like working separate 
mimes at the same time as the others. It's tough - but worth 
it trying to time the mimes at the same time as the others. 
It helps my peripheral vision and helps me find my own space. 
In one instance Mark leaps by me and usually I would back up 
or move because I would be afraid of him bumping into me, but 
it was weird it was like there was the shield of space around 
me. This has happened a lot not just this one time - I feel 
like I'm getting a sense of space. 

10-15-90 
No class 

10-17-90 
Today we learned a "realistic" mime. Picking a flower. I 
like the realistic mimes better. I'm more of a, I guess 
you'd say conservative person. I like things pretty much 
written out - doing abstract things scare me. I guess 
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because I don't know if I'm doing it right. I don't know, 
but I always feel safe in realistic - Maybe this is good for 
me - It is making me take risks - which is good for me. 

Well anyway we got a new assignment today. Do a 
realistic mime on campus life. I like this idea! 

10-19-90 
Well - I was a little embarrassed today. My mime wasn't 
quite ready today. Well, it was, but not enough to present 
it. It's about a bimbo bow head at the rec. center. I've 
gotten to the barbell part, but I've got mimer's block. I 
was very thankful that I wasn't the only one not ready! It 
gave me a little more time to work. 

10-22-90 
O.K. today I performed my mime. Why do I always do things 
half-assed? I know that I could have done a better job if I 
had only "gone for it." I didn't feel very good about it. 
I'm glad that I get to do it again - I hope that I can redeem 
myself. Everybody else had great mimes! Glenn's really 
impressed me - when he walked by the pool table - that was 
cool ! 

10-24-90 
Had to do mine over again! Thank God! I hope I had improved 
a little. It's really really hard to sift through and take 
out all of the "pantomime."! I feel that if I take out too 
much - then nobody will know what I'm doing. I hat that! 
It's starting to make me think through. The whole time I was 
doing it, I kept thinking to myself "don't do it half-assed!" 
So I hoped that that showed! I really enjoyed Lynnette's 
mime. To me she has a real grasp on mime. It seems to come 
so easy to her. Oh well. 

10-26-90 
Today was short since my parents came into town a little 
earlier than expected - I had to mime and run! I feel like I 
made a good choice in music - but I should have practised a 
little bit more with it. I didn't time it good enough to 
stick everything in there. I was also feeling rushed - and 
so I forgot a lot of things. But I feel that most of the 
things I did were pretty good. I still have a way to go, 
though! 

10-29-90 
We worked on our emotion mimes. I had really forgotten mine! 
Trying to time it is really hard. I'm not doing (what I can 
remember) up to par. I'm really going to have to go over 
this one. Maybe I'll have to go back to my old feelings of 
being fatigued in order to have this mime back to where it 
was! I feel so stupid doing it, though! I feel like I'm the 
only one in the class not doing it right - maybe that's why. 
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I pull back all of the time. I've always had a problem 
taking risks - you know? I guess that's one of my 
insecurities of being an actress. I always feel like people 
are talking about me and saying what I do wrong - so that 
makes me not want to do anything big! I guess that will be 
my main objective, to get over this stupid insecurity. 

10-31-90 
HAPPY HALLOWEEN!!! 

Didn't do much today except go over our emotion mimes w/ 
masks - I love my mask. I still don't feel like I'm doing 
that mime right - something's missing. I feel like I'm just 
moving around with no motive. I don't know. HELP! 

11-4-90 
Geri: Homage to a Square (Joseph Fibers) does really well in 
turns (not spins) needs mime to be more box like I think -
work on the box part. 
Glenn's idea to break out of all three squares - instead of 
just one - beginning - middle - end! 

Anna: Dynamism of a soccer player. 
undulations need to be more clear. I don't get how this mime 
has anything to do with the picture. 

Betsy - white splotch at end. Flower down one knee 
stomp leaps and soft arms. Come up from back - little by 
little - pulsing 

sloppy 
eagles 
knees -
more articulate 
China Grove - more harsh definite dissections. 
Joe Cocker - don't bouncer something else pull back in 
1 art gallery 
2 undulations 
3 knees 
4 leaps - stop, then go - use arms/undulations 
5 turns/dissections. 
6 toes/undulations. 
7 bounce/? 
8 try to pull back in 
9 tainted love 
11-7-90 
Well, my mime didn't exactly go as planned - Oh well. I get 
so nervous I lose - I wouldn't say control - but maybe it is 
control. Maybe it was lack of preparation - I spent so much 
time preparing my music that I didn't have too much time to 
perfect the mime. I really liked Geri's mime a lot - it kind 
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of reminded me of a drill team routine - Some of the things 
looked like it. But it was great! Mark's campus one was a 
riot! He is very stylized! 

11-9-90 
Mark's art mime w/out music 

push or pull - don't understand. Great turns - eagles need 
cleaning. Good concept. 
w/ music 
good choice of music - would have been nice if it would have 
all been done w/ the beginning . looks different from the 
first one. - more structured 

Lucas 
emotion mime: love? movement so. smooth - really nice. 
robotic. 
Campus life; hmmm... 

REALISTIC PAINTING 
head neck waist chiffon front, front side, side & throw 

11-9-90 
Well I wasn't fully prepared today - I had a lot of personal 
problems happen the last two days that have really hurt my 
schoolwork. I'm sorry - I guess that this is one more thing 
I have to learn is to separate work & personal life. Anyway! 
Back to the class. I don't know - if it was just me or not -
it looked like both of Mark's mimes looked different. The 
second one was longer. It seemed awfully messy. I know 
Mark's work - & it's better than it was today. Lucas's 
emotion mime was really neat - a little late - but I really 
liked certain parts of it. In the areas he was smooth - he 
was s^ smooth - I thought it was very nice - his robotic was 
really neat - he's got a talent. 

11-12-90 
Had to pick up dog - Sorry I wasn't here. 

11-14-90 
I had totally forgotten about having my realistic mime today. 
I'm sorry. But I learned a lot from watching Geri & Anna. I 
realize that I've still got a lot of "dance" in my mimes. 
Watching Geri - who to me is a little more flowing than 
robotic & watching Anna who is more robotic, made me realize 
a medium so - hopefully on Friday I'll have that. 

11-16-90 
Had my realistic mime ready. I think that I did pretty well. 
Although I pretty much had to make it up while bawling my 
head off, (my nose). I think that I should have hurt 
something before each mime - I seemed to have done better. 
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It was weird - w/ my sounds and the feeling 
did feel like Ophelia. It was odd - when I 
to "wake" myself up - I really thought that 
there! Maybe because I was so relaxed - it 
time ever that I had not been a total nervous wreck! 

I had - I really 
got up and tried 
somebody was 
was the first 

11-19-90 
Hardly had class - made up my face. It was wild - I didn't 
even look like myself! I can't wait until the performance!! 
I feel so insecure doing my mimes, so maybe I can "hide" 
behind the makeup. Hopefully - but I know that I shouldn't 
hide. 

11-26-90 
Went over new box mime - Mark performed his realistic mime 
w/o music. His fishing was cool! It was so stylized! We 
were the waves - it got tiring. I wish that we could watch a 
tape of this. It would be interesting to see what I look 
like doing this. I kind of feel a little dorky - but I bet 
it looks o.k. 

11-28-90 
Mon - 3rd @ 7:00 

1. 
2. 
3. 
4. 
5. 
6. 
7. 
8. 
9. 
10. 
11. 
12. 
13. 
14. 
15. 
16. 
17. 
18. 
19. 
20. 
21. 
22. 
23. 
24. 
25. 
26. 

Prodigal son 
Glenn's Gambler/Betsy - Lynnette - Gerri 
Picnic - Anna's 
Convergence - Mark 
Ophelia - Me 
Everyone doing tree 
Lynnette - Pantomime 
Geri - Square 
Lucas - Campus Life 
Emotions - everyone. 
Anna - Monet/Parasol 
Glenn's/Green Death 
Blonde - Bow Head. 
Picking Flower 
Mark's w/us 
Lynnette - Agony 
Geri - bus 
Abstract - Me 
Mark's Campus Life 
Anna's Soccerism 
Fire - Everyone except Anna 
Lynnette's Campus Life 
Christine's World - Geri. 
Glenn's Campus Life 
Lover except me. 
Box Mime 

Intermission 
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11-30-90 
I wasn't in class - sorry. 

12-3-90 
Today we went over the Second Act of the Performance. I want 
to thank you for letting me be the "leader" of the box mime. 
It makes me feel kind of "cool". It gives me a little more 
responsibility. I like that. 

I think this show is going to go real well! It's so 
cool how each one of us sort of "evolved" (or @ least I did). 
I feel that my first mimes were really easy - I guess you'd 
say. After I got a little confidence and was more 
comfortable with what I was doing, I felt a little more 
creative with what I could do. I am a little upset that I 
don't get to do my "Lovers" mime - I thought that Pirooz and 
I had some cute ideas. Oh well! 

12-3-90 
Rehearsal 

O.K. I was a little pissed w/ tonight's rehearsal. I know 
that just rehearsals - especially cueing rehearsals can be 
really wild - but - I kind of really needed that time to 
remember and rehearse my mimes and all people cared about was 
what time it was, and also some wanted to have fun, which 
made me a little goofy also - which I'm a little upset about. 
But, we got through it faster than I expected and I think 
that each transition is going to be so. cool. It was like 
when I first heard about us doing a show - I was real 
embarrassed (no offense to you) but to me. I didn't feel 
ready, but I think this will really be cool! 

12-5-90 
Since I didn't have my journal today. I decided to just 
enter in a few things about the class. 

My first thought was - Mime class? Oh well - it'll be 
an experience. Now @ the end I really hate to go! I know 
that there were a few attitude problems in the class, but for 
the first time I've really felt like I was in a family and 
not so much a class. 

It was also very hard taking a class from you. 
Every time I missed class or did something wrong - I felt 
worse than I would have in any other class, because you were 
a friend. 

But I want to say now that not only do I respect you as 
a friend - but also as a teacher - it really was a wonderful 
semester - Thanks 

(This is not ass-kissing!!!) 

12-6-90 
O.K. well that wasn't the last entry. Anyway today's 
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rehearsal went so. smooth - I think everything about this show 
will be wonderful! 

It was really neat going through the rehearsal process 
tor this - not meaning the past few days, but the whole 
semester. It seems from the very beginning we've been 
through a rehearsal process. The main thing that I've gotten 
out of this class was more knowledge about my body. I'm so 
used to be graceful and dance-like and the breaking down of 
the body was something different. This class also brought 
out some creativity which I didn't know that I had in me. 
Watching other people's creativity come alive was a very 
educational thing. It also helped me get ideas. I've 
learned also what an inner dialogue is or as we call it 
mimalogue. I was never too good @ doing that until this 
class. I've realized that as I'm thinking something - I can 
also express it with my body in abstract ways that will put 
across my point (hopefully). I have just been amazed at this 
whole class and I will really miss it. 

LUCAS; 
This is not Your Journal, It's MIME! 

Today, I learned the difference between Pantomime and mime, 
and now I don't feel so stupid! 

We also learned the basis of Mime movement, and it is 
very interesting. It is much like break dancing, and I still 
remember some of it. How fortunate! 

Journal Entry: Aug. 31/90 
I wore the most uncomfortable shoes today, but 

nevertheless it was a very productive class. Our first Mime 
is due the following Monday after Labor day. I'm very 
excited about it. 

Journal Entry: Sept. 17/90 
As of now my journal entries have been fairly poor, and 

I don't know if I am doing this correctly. I didn't show up 
to class for two days and I think I missed alot of things. I 
do know that I missed my first mime, and I am not prepared to 
do it, yet. But I plan on catching up w/ the rest of the 
class. 

9-21-90 
Today I finally did my mimes. I enjoyed them but I was 

a little nervous, but I think overall it went well. I 
learned what I must do in order to make it a little better 
and 1*11 do that on Monday. 

9-28-90 
Today is my first Journal entry since the last one was 
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graded. We learned various exercises today and they were 
very vigorous. We learned to separate style of walk. I 
enjoyed this very much, and I think that most of the other 
people in the class did as well. I really feel that the mime 
projects we have been doing will help us all to be extremely 
well rounded actors. Mime is slowly, but surely giving me 
what I need more than anything. Discipline. 

Today we also concentrated on our walks and once again they 
are difficult but they are very good exercises. I'm having 
the biggest difficulty in the arm area, I'm sure it will come 
along. I've noticed that whenever I show up for class I 
enjoy it very much. Sometimes it doesn't seem long enough. 
We will start preparing for our next mime sometime this week. 
We do it with partners and it is a love scene. Sounds like 
fun. 

From breakdown position go forward and watch woman pass 
see one you really like. 
Proceed to emotion and fluid human, loose the robotics 
Pursue your pleasure, attempt to woo her, with all your 
effort, get rejected and return to shell. 
Woo her by offering her your flower of love. 
Do eagle to send her your kisses 

Tough guy taking Ballet or Dance, but with style. 

Brainstorm for stylized Mime! 
Campus Life - More Realistic Mimes -involving style and 
character. 

by 

Class participation { Socializing at clubs. 
Courting Women Drinking with buddies 
Social gatherings getting drunk, dancing w/women 
Walking across campus Suave and Debonair. 
Campus activities 
Waiting for the bus 
Taking a test 

There is a lot of people needing books, studying walking with 
book bags 
Drinking, smoking cigs, striking matches, Rejection by women 

New York State of MIME 
1. Walk in 
2. Put down Paints 
3. Put down Easel 
4. Place canvas on easel 
5. Contemplate idea 
6. See tree and scope it out 
7. go back to Paints and Brush 
8. Begin to Paint 
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9. become disappointed 
10. Turn and Throw brush away 
11. Use hand to paint Picture 
12. Scope it out 
13. And Bow. 

Today is my return back to class, and I must say I have 
missed It very much, I can tell we have a different tape to 
warm up to, or either someone brought some new music for 
their mime. I feel out of "Mime Shape" and I really have to 
work hard to get back into it again. I've missed the people 
m the class and I'm glad to be back. 

I also see that we are working on an entirely new project or 
mime. It seems that we are doing something with an object, 
such as a scarf or a bandana. I don't know what the theme 
is. 

Abstract Mimes, based off of Abstract Paintings. 

Notes for Abstract Arts Mime! 
Wed. 
Fri - Campus mime Also music for both 

Emotion Mime w/music 
Monday - Abstract Painting Colors, Costumes, etc. 
Music Also for Abstract 
Bring Box - Monday 
Research - Mime! 
History of Development in U.S.A. or prior 
Bibliography Double space 

11-28-90 
I've missed alot of the classes in here and I feel like 

I've missed out on a great deal, all the other students have 
completed all of their mimes and they have been very good. I 
feel we have all been very well instructed. We are beginning 
to work on our final project which will be a conglomeration 
of all the mimes done throughout the year. 

12-1-90 
Now that we are working on the final, looking back at 

the beginning I see that the class has come a long way. I 
think that all the actors in the class will be more equipped 
with the discipline it takes to be an outstanding Actor. Our 
instructor, Debbie Davis has been very flexible w/ all the 
students and has been very objective in helping all of us to 
be as creative as possible. If completed by a student this 
class would be a plus in any actor's resume. 
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INSTRUCTOR'S JOURNAL 

Dated 27 August to 8 December, 1990 

Mon., Aug. 27. 1990 

There were only four students in class today. We went 
over the syllabus and discussed the requirements, grading 
policies, and what is expected from the students. I will 
probably have to go over the class requirements again for 
whoever else ends up in the class. I know there were more 
students signed up for the class. I want a maximum of 8 
students in the class so we can get more done. This class is 
going to be a "hands on" class as far as I'm concerned so I 
need to have a manageable number of students. The students 
seemed excited about today. It will be a lot of work for 
them, so I hope they will still be excited by the time it's 
all over. I told them about the final performance and they 
seemed really excited about getting the chance to perform for 
people. I don't think they really know what to expect as far 
as performance style is concerned. Since I'm going about 
this from an interdisciplinary point of view, I'm going to be 
using them as guinea pigs for a new style of mime performance 
using art and music as a basis from which to spring. I can't 
wait to see how well they handle this concept! 

Wed., Aug. 29, 1990 

There are now 7 people in the class now. This is a good 
manageable number. I wish it were an even number since there 
will be some duet activities. There will be an odd man out. 
Maybe one group can do these activities in threes. I think 
the Lab Theatre is a perfect place to not only teach the 
class, but to have the final performance. I chose specific
ally not to teach it in front of mirrors even though that's 
the way I learned mime. The main reason is because I found 
that I began relying on the mirror too much to tell me if I 
was doing something correctly instead of just knowing that it 
"felt" good. I don't want them to use a mirror as a crutch. 
I even now wonder how I look instead of how I feel when doing 
mime exercises. Once they do an exercise and I tell them 
that it looks good, they will get used to how it feels to be 
"correct" and they will be able to perform anywhere. This is 
important for character work also. I don't usually go and do 
a scene in front of a mirror to see how I look as a certain 
character. I instinctively know if I'm doing it poorly or 
well. This is an idea worth exploring!! 

Today I began by teaching them the fundamentals of mime 
and by telling them the difference between mime and panto
mime. They seemed to understand, but I can guarantee that 
they will become confused until they've performed quite a bit 
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and have had the opportunity to see other people do it where 
they can decipher what is stylized enough and what isn't. I 
also talked a little about the difference between mime and 
dance. Mime is strength oriented and dance is more of a 
graceful discipline. Mime is more stylized than pantomime, 
though, so this puts mime in the middle of the two. It takes 
acting realistically (pantomime) into heightened reality. I 
know they'll get the hang of it eventually. 

I taught them how to do body dissections today. There 
are vertical and horizontal dissections - they had an easier 
time with the horizontal dissections, but I see that they 
will need to work on these every day for a while to train 
their bodies to move differently. Most important: they need 
to be able to isolate each part of their body - head, neck, 
chest, waist, and pelvis - in order to make a realistic 
activity (pantomime) into an abstract art form (mime). They 
are becoming aware of their bodies more in that they learn 
the many ways to separate each of the five body parts from 
the other parts. This will take time! 

Fri.. Aug. 31. 1990 

Today we primarily worked on horizontal dissections with 
partners. Wednesday we worked more on the vertical dissec
tions. There are more of these. Vertically you have five 
body parts (head, neck, chest, waist, and pelvis) that you 
can move in four directions - forward, backward, and from 
side to side. With horizontals, you move only four body 
parts (you exclude the pelvis) and there are only two ways to 
move them - from side to side. The horizontal dissections 
demand more flexibility, though, than the vertical ones in 
that you must be able to move as far around with say your 
waist as you can while vertically you merely try to find that 
"notch" in your spine that you constantly want to go back to 
each time you do these dissections. Horizontal dissections 
give more flexibility to the body while vertical ones give 
more discipline and control. The main thing to do for verti
cal dissections is continue to do them every day and tell 
them when to pull back more or not pull their head down too 
far, etc. With horizontals you must work to improve your 
muscular stretch. This is what we worked for today. Each 
time they do these they will get farther around and they will 
be able to pull more to the sides while keeping the spine 
straight. 

I used an exercise today that will help keep the spine 
straight while stretching these muscles. I let each person 
pair off (someone was missing today), and proceed to "hold" 
the other person to keep them from moving their spine while 
moving the other parts. Eventually they won't need someone 
to hold them. Men have a harder time keeping their spine 
straight without moving it while doing these than women do 
for some reason. Is it the way they're built? Men also have 
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more of a problem dissecting their pelvis than women do. But 
they can dissect their chest better than women. The partners 
held the rib cage and allowed for a little flexibility while 
the other actor did chest dissections. Then they held the 
pelvis while the other actor did waist dissections. This was 
very successful in allowing the other person to be able to 
see the spine at work from behind. 

Today we also learned "undulations." I taught them that 
the arms are the "expressers" of the body while the legs are 
the strength and balance of the body (primarily the ankles). 
I taught them single, double and triple undulations, and 
forward arm undulations, and then wrist and hand undulations. 
It is important that they are able to fully extend and 
stretch each of these sections of their arms and hands in 
order to be more expressive. Last but not least we learned 
an exercise called "la Tour Eiffel" or the Eiffel Tower. 
Since my instructor learned in France, they used French names 
quite often. I think the Eiffel Tower should be called the 
Leaning Tower of Pisa because the object is to strengthen the 
ankles by leaning forward. The student can't lean forward 
from their waist, it all has to be from the calves. They 
must keep their bodies straight and let their ankles hold 
them. Eventually they will gain a lot of strength in their 
ankles! 

Mon., Sept. 3, 1990 
* 

Today was the Labor Day holiday. There were no classes 
held. I was also ill. 

Wed., Sept. 5, 1990 

I was sick with the flu and was not able to hold class. 
I hope everyone is practicing their dissections while I'm 
gone. I wish this class could be taught every day to help 
them get on a constant work schedule. They need to work 
every day on these exercises to keep their body in shape and 
to re-train their muscles. I was lucky enough to have dance 
classes every other day when I took mime. But...this is a 
different body discipline. They just need to practice on 
their own every day. 

Fri.. Sept. 7, 1990 

We had a new student today. This makes a total of 8! I 
like even numbers. We began by reviewing the dissections 
from before I was sick. It's been a week. I hate that they 
have had this much time off. First I called out the names of 
each body part and whether or not they were to do vertical or 
horizontal dissections and whether it was their head, neck, 
etc., and to what direction they were to dissect them. This 
was very confusing at first and took a lot of concentration 
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^L^^^^""!,^^^^!: ^ extended this exercise quite a bit and had 
them work with partners in a "touch" game. Each partner 
would take turns being the "toucher" and would touch the 
other on the right side of the head, left pelvis, etc. in 
order to make the mime dissect his body the way the "toucher" 
indicated. The toucher then had to touch them again in the 
same place to make them dissect back to an aligned position. 
They only worked vertical dissections this way. In this way 
there is an exercise for both vertical and horizontal dissec
tions. This exercise was actually more difficult for the 
person doing the touching because they had to be aware of how 
the body works in relation to its various parts and then be 
able to make it work. They had to concentrate and put them
selves in the position of the mime to know what each dissec
tion was actually doing. This is a good exercise. 

The next thing we did was to review undulations and get 
their "expressers" going. They did these until they were 
pretty tired and then I taught them how to do "chiffon." 
This exercise uses frontal arm dissections with full exten
sions. The student pretends he has a piece of chiffon 
between the fingers of both hands and undulates it in front 
of him first in three counts --left, middle, right-- then 
back again --right, middle, left. The knees must bend and 
the chiffon is undulated over each knee and then to the side 
on "three." We count in French to make it more interesting, 
(un, deux, trois). Then the chiffon is extended to add a 
forth move (quatre) where the chiffon is extended as if it 
was being thrown to the side (left, then right) while hopping 
on one foot--arms extended to the side. This would be a good 
exercise to end on each day after exercises. 

Mon. Sept. 10. 1990 

We began by reviewing dissections (all of them) and 
undulations. Next we really worked on the "Eiffel Tower." 
They began the day by really warming up their ankles and legs 
knowing they would be asked to learn leg exercises today. 
They worked very hard to make sure they did not fall forward 
and could lean as far forward as possible without bending at 
the waist. They also lifted on the balls of their feet to 
turn from side to side without losing balance. They must 
learn a strong sense of balance while on their toes. This is 
crucial to making the mimes look easy and fluid. They next 
learned the "eagle." This exercise begins with the Eiffel 
Tower and then the student pulls his arms down and back as 
far as possible before bringing them around and up above his 
head in a circular shape. He next falls forward on the right 
foot and undulates his arms around as if embracing someone. 
Next he dissects his head vertically down and uses an undula
tion to pull himself back into a standing position in place. 
They must learn that they need to use undulations to get back 
into place any time they need to get back into a standing 
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position, regardless of whether they are sitting, lunging, or 
in any other position. They also should use these to go for
ward from a standing position to add more grace and expres
sion. 

They also learned a circular leg exercise to help with 
balance for the balls of their feet, their ankles, and their 
thighs. This exercise consists of spreading the legs and 
bending the knees while balancing on the balls of the feet. 
They next pull their arms straight down, then lean with their 
arms straight to the right, then up, then left, etc. They 
next begin the next direction and go clockwise. They must 
stay on the balls of their feet the entire time and never 
lower their heels for support. This really builds the calf 
muscles!! They next do this circular movement much smoother 
and faster, concentrating on going in a circular pattern with 
their arms and the trunk of their body. They bend their 
knees accordingly and never lower their heels. This is a 
very demanding exercise and I personally hate it for myself, 
but for gaining balance, control, and strength there isn't a 
better exercise in my opinion. 

Wed.. Sept. 12. 1990 

Today we merely reviewed all the exercises done up to 
this point and discussed any problems they might have with 
them because I assigned their first mimes on Monday and they 
have to incorporate all the exercises thus far. They must 
present proficient use of these exercises. The assignment is 
to pick a strong emotion -- love, hate, fear, etc. -- and 
choreograph a mime from these exercises that will demonstrate 
the essence of that emotion. le. the use of soft, fluid 
undulations to demonstrate love. They will present these 
mimes tomorrow without music and then next Wednesday they 
will present them with music. We discussed any problems they 
might be having with any of these exercises and continued to 
review the exercises. 

Fri.. Sept. 14. 1990 

Today the class presented their "emotion" mimes without 
music: 

1. Glenn Bennett -
head & neck 
arms - chest - jerky 
arms - back 
snapped arm und. - on toes 
Circle -
Arms up 
Forward - eagles 
Slow arms down 
Chiffon - down - good! 
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Conclusion - anger 
Needs to watch holding pattern. He has good "closure." He 
lets everything "end" before going on to the next section. 
Good transitions. 

2. Mark Dal ton -
Ground -
Und. up - work fluidity & extensions 
Eagle - watch it 
Circle 
Forward; Eagle almost in a box 
Circle to rt. 
Down on arms - up (sit up) 

Conclusion: Frustration - Pain? 
Not jerky enough 

Spins - need work 
3. Geri Graniero -

hand und. 
wrist und. Melancholy 
arm und. /3 Pain 
chiffon; quatre 
circle/sharp then smooth - don't cheat - on toes - all 
times 
E.T. - Eagle 
Und. again 
arms behind back - nice wait to end! 

face was so stark & emotionless 
Conclusion - Pain? 

Masking 

ALL: Let emotion permeate the mime 

4. Lynnette Hogan - Love? 
Back bend - up 
Chiffon - very good 
wrist/Arm und. 
E.T. - eagle - nice & slow - a lot of 
Lft. vert, dissect, body 
head side to side 
Final eagle down head 

Conclusion - confusion 

5. Anna Jones - Paranoia or fear 
insect -
head/neck - eyes? Is this good! 
hand und. 
T.E. forward & up 
more und. (hand/wrist) 
T.E. forward and up 
End - forward pelvis diss. 
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6. Betsy Miohel1 -
Rt. vert. diss. 
depressed und. interesting use of unds. 
Up. dissec. 
Forward T.E. - Forward 
On knees 
Breakdown - arm und. dep. 

Conclusion - depressed - tired/weak/sick 
7. Lucas Torres -
systematic 

-Robot walk - side to side 
Up on toes 

Love 
Undulation 
Walk - knees 
Eagle - blew kiss 
Side breakdown - Rejection 

Systematic 
Robot walk back - needs smoothing out of transitions 

Emotion: love 

Mon.. Sept. 17. 1990 

Today I taught the class the "Prodigal Son" mime. This 
mime requires partners and a great deal of mirror work. They 
really seemed to enjoy this mime. It begins by splitting the 
students into Is and 2s. The Is kneel and the 2s walk to 
them, do eagles with undulations around the head while the Is 
break their arms with mirrors up and down. The 2s kneel; Is 
do eagles with undulations to the shoulders and up. 2s get 
up and walk away. Both wave and bow heads. There are other 
technical aspects to this mime, but that is it in a nut 
shell. We attempted this mime in a ripple -- starting with 
the first person in line down to the last one. We also tried 
the first and third persons going at the same time while the 
second couple lagged behind. I used Phillip Glass music to 
add to the background of this mime. It worked real well. I 
definitely want to use this mime for the performance. Maybe 
I can find some Gregorian Chant music for it! This will add 
to the idea of "ritual." 

Wed.. Sept. 19, 1990 

Today the students performed their emotion mimes with 
music: 

1. Mark D. -
Music. - Tangerine Dream - Underwater Twilight 

Started fetal position 
Definite beat -
arm und. & Tour. E. & circles 
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very definite this time 
head dissections 

Need to POP forward - sock feet aren't good 
Arms started getting "fuzzy" - not definite enough - lost it. 
End - down in push up position -

end sitting up w/ fists down. 

2. Geri -
Music - Leon Hanson - He's Alive 

facial expressions this time 
head side/side then w/ arms up. 
Wrist undulations - grow to arm undul. 
Pauses - w/ music 
Circles - more emphatic -

Good transitions - into chiffon 
Eagle / chiffon 

3. Lynnette -
Music - Patsy Cline - Crazy 

Start in back bend 
Slow up -
Arm & body undulations -
Nice arm und. - up on toes - using entire body 
Eagle 
Forward & hug body - circle w/ head 
Side diss. - slow up 
Head diss. 
Eagle -
Back diss. 

4. Betsy -
Music - ? 

Marionette 
Head / waist - side diss, 
arm und. -
Pelvis in and out - good 
Up; Circles; T.E. attempt 
Forward on knees 
Arm und. attempt 
Sit on legs 
Arm und. attempt again 

Much better 

Fri.. Sept. 21. 1990 

Today the students finished their emotion mimes with 
mus i c: 

5. Glenn -
Music_ " Kitaro - Sundance 

More with music -
Better balance 
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Smoothed out many dissections. 
Nice body/head dissections. 

6. Anna -
Music - Beethoven's Sonata »2 

Second Movement 
Largo appassionato 

Up diss. -
Arm und. - head horiz. - sides 
Out & front 
End down diss. -

Started without music 

7. Lucas - without music 
Much better, but still needs to smooth out the transi

tion between the robotics and the "love" section. 
with music 

Music - Tour de France - Tenspeed 
Start down - very mechanized 
Love flowed in between 

These mimes were very successful in my opinion. I was 
glad that Dr. Sorensen got to see them in progress. I wish 
he could have seen them with music also. They improved 
greatly with practice. The main thing they all need to work 
on is their extensions and their undulations. Most of them 
are too stilted and they don't use their arms to "express" 
well enough. They need to stop thinking about their tech
nique and just do it with some feeling. They need to let the 
.emotion permeate the mime and let the physicalization flow. 

Mon., Sept. 24. 1990 

Today I was very ill so the students were given a walk. 
I took up the students journals Friday and found some very 
interesting comments and concerns. I hope to be able to 
address these when we come back to class Wednesday. I am 
glad that they are taking the time to really think about 
their own bodies and how certain movement can enhance body 
language. Their journal entries (for the most part) were 
very self analyzing and thorough. 

Wed.. Sept. 26, 1990 

Today I taught them a few more exercises or "moves" such 
as spins, leaps and the push/pull. We also reviewed the 
"Prodigal Son" mime. We began with the spins. I taught them 
to deal with the idea of balance when stepping to the left or 
right before spinning. They slowly began squatting lower and 
lower each time they spun to each side. This will be impor
tant in gaining strength in their thighs. They will gradual
ly be able to do these effortlessly. Next they learned to do 
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Itll^' r^u^® take some degree of control in terms of weight. 
They must be able to do "light" leaps or very firm leaps by 
controlling how hard they come down and hit the ground with 
their feet. They cross over one leg and pull the opposite 
leg over to land on the ball of that foot while extending the 
other foot out, knee straight and toe pointed. The object is 
not to leap very high in the air or real far to the side, but 
^rr fi "̂ ^̂ ^ gracefully to the other side. It should look 
effortless like all the other exercises. Dance does have 
this m common with mime. They learned to leap to both 
sides. Some students are more naturally attuned to leaps 
than other. 

The last thing they learned today before reviewing the 
Prodigal Son was the idea of how to work opposites by doing 
the push and the pull. In mime, to push something you must 
first hop backwards on one foot and let your entire body do 
and undulation forward so you don't have to really put any 
strength behind your hands. All the strength comes from the 
motion behind the body undulation. Then you push forward 
with the hands, following the natural motion and direction of 
the torso forward. This makes the move more stylized and 
less pantomime. The pull is just the opposite -- you hop 
forward and then undulate backwards while pulling with the 
hands. In reality the hands are either balled up in a fist 
(for the pull) or flexed (for the push) and don't move at 
all. They just merely rest at the end of the arm. These 
exercises will help with body control and let them each know 
how the body can go to extremes to express a simple action. 
I had each person pair up with someone else and hold hands 
and do the push/pull exercise with a partner. This forced 
them to really work their full body because they had someone 
to work off of and an object to actually push or pull. 

The Prodigal Son is really coming along nicely. We have 
someone who is sitting in on class (participating) and will 
be included in the next mime to even out the number in the 
class -- making it eight. I welcome anyone who feels the 
class can benefit them. (That means anyone who is serious 
about being in control of their body). 

Fri.. Sept. 28, 1990 

Today I taught the class to do profile and frontal 
walks. These are perhaps the most difficult exercises to 
grasp. It is difficult to make your body move contrary to 
the way it's used to. That's what the walks feel like. The 
first and most popular, yet most difficult one is the profile 
walk. This is the walk that all mimes do when standing 
parallel to an audience. This walk gives the impression that 
the person is actually moving when in reality he is staying 
in place. This walk is used all the time in mime. But it 
takes a great deal of work to perfect it. It's too bad the 
students can't take a full year of mime so they can merely 
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work on the body technique the first semester and put it to 
^n^H ?̂ ''°'''̂  semester. The profile walk is a matter of 
anĤ i!!̂ fi!:''!' ̂ ^^ ^tyle YOU must begin with one knee bent 
!O„/K^,^ uf°°^ °"^ ^*°°^ flexed) and then slide it under 
your body while popping the other knee out. The foot must be 
parallel with the ground; this gives the illusion of ground 
being covered or movement. This exercises is equivalent to 
the coordination it takes to shift gears and press the clutch 
at the correct moment in a standard automobile. Each part 
must be done at the right time or it won't work. I always 
considered this walk to be easier than the frontal walk per
sonally, but the students seemed to have a more difficult 
time with this walk. 

The frontal walk takes more balance and getting used to 
a different way of holding your legs. This walk is used when 
heading toward or away from an audience to give the impres
sion of movement. The knees must stay in a V-shape, pointed 
out over the toes. You begin with one knee bent and rock 
back on the ball of the other foot while bringing the first 
foot around in a circular motion to the back and back into 
place. You then roll back on the ball of this foot while 
repeating the circular motion with the other foot. The 
object is to keep the knees spread and the feet close to the 
ground, and the circular motions small and unnoticeable. 
This should be a very smooth motion with the feet so as not 
to call attention to the awkwardness of the movement. This 
takes ankle strength and a sense of the spine. It must 
remain straight despite the fact that the foot movement 
forces the body forward. If the spine isn't straight the 
walk looks odd. 

Mon.. Oct. 1. 1990 

Today was merely a review day for all the exercises we 
have done up to now; especially the spins, leaps, push/pull, 
and walks. I paired everyone together to do a new duet mime 
next Monday. I paired everyone according to height with a 
male and female in each pair. They are to perform an 
abstract mime called "Lovers." I merely told them to use the 
exercises that we have learned and to come up with their own 
version of this title. They must have a beginning, middle, 
and end, and some sort of conflict that forces the action. 
They seemed really excited about this mime. I can't wait to 
see what each couple comes up with. The pairs are Mark and 
Anna, Piroose and Betsy, Lucas and Geri, and Glenn and 
Lynnette. Each couple will have their own definite style. 

w^H.. Oct. 3. 1990 

I gave the class a chance to work with their partners 
today on their "Lovers" mime. They each paired off and 
worked separately. I worked on an introduction to the 
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"Lovers" sequence that would allow all of the couples to do 
their mimes together on stage to save time and add to the 
universality of the title "Lovers." This entire mime (all 
the couples at the same time with the new introduction) will 
be presented somewhere in the performance. I enjoy choreo
graphing mimes. This will be fun! 

Fri.. Oct. 5. 1990 

Today was basically the same as Wednesday. I allowed 
the students to work in class on their mimes. They will be 
performed Monday without music and then Wednesday with music. 
I continued to choreograph the beginning sequence. 

Anna - come center, eagle, kneel on one knee 
Glenn & Piroose - leaps on stage behind Anna - from audience 

left and right. 
Anna - extend left arm and then right. Head right 
Piroose - right hand on Anna's right hand 
Anna - head left 
Glenn - right hand on Anna's left hand 
Anna - head straight 
Piroose - extend arm around and touch Anna's left cheek. 
Anna - turn head 
Piroose - extend right hand to touch right cheek 
Anna - turn head 
Glenn - extend hand to touch left cheek 
Anna - stop Glenn's hand w/ right hand 
Lynnette - leap on stage from DL 
G,A,P - heads to look at Lynnette 
Lynnette - spin SR, stop, look at Glenn 
Glenn - head to Lynnette, then undulation up and spin away 

from Anna 
Betsy - leap on stage in front of Lynnette DSR 
P,A - head to Betsy 
Betsy - spin SL, stop and look at Piroose 
Piroose - Undulation up and step back away from Anna 
Anna - collapse body with head down 
Mark - leap on stage UR 
Anna - Head up 
Piroose - leap DSR while: 
Lynnette - spin CSR 
Anna - stand and walk to CS . 
Geri and Lucas leap on stage from UL & R - meet in C 
Geri & Lucas begin their lover mime 
Mark & Anna begin 
Glenn & Lynnette begin 
Finally Betsy & Piroose begin 
All attempt to end together in final pose. 
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Mon., Oct. 8, 1990 

Today the couples performed their "Lovers" mimes in 
class: Dr. Weaver sat in on today's class. 

Anna/Mark -
M - leaps too loud 
A - push don't drop it 
M - don't walk into place 
M - some of the cleanest dissects, yet 
A - extend arms more when turning 

Nice hand/wrist unds. 
Nice mirror work 

Work on getting out of positions 

Lucas/Geri -
L - hand to face (chin) - no 
L - extend more -

Nice heads & ticking - L - make more obvious 
Nice embraces 
L - too "modern" a stance - don't let her do all the "style" 
work 
L - limp hands 
L - need to use a mask 

-Nice final embrace-

Glenn/Lynnette -
Nice timing on undulation section w/ heads. 
Nice avoidance 
L - good "coy" 
G - nice extensions - work leaps. 
G - doesn't half way do anything - good 

Nice arm section - back to back 
G - bending a little from waist on T.E. 

Betsy/Piroose -
P - work on leaps 
P - work - not forward on dissect. 
B - clean diss. 

Much better push/pulls 
P - on toes when turning. 

Walk better. 

WP>H. . Oct. 10. 1990 

Today the class performed their "Lovers" mimes with 

mus ic of their choice: 

Betsx/^PiXOOse. -
Music - Tintypes - instrumental version of "Ragtime Dance 

B - don't let us see you screw up by putting an 
expression on your face. 

tl 
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B - get your hair out of your face! 
P - much better on toes - very balanced 

Anna/Mark -
Music - Phillip Glass - ? 

M - leaps better 
A - better extensions & transitions 
A - good side dissections 
M - work on push pulls 

Better mirror work 
Nice hand section 
slower on diss, together 
Arms & hand work - very nice & smooth 

Lynnette/Glenn -
M^sic - John Farnham - Touch of Paradise 

Nice start 
G - good mask - throughout 
L - make more of chiffon 
G - better leaps -
L - arm extension behind needs work 
!!Timing much better this time - together 
G - nice waist dissections during eagle 

Good timing w/ music! 

Lucas/Geri -
Music - Kenny G. - Silhouette 

Better walk 
L - better extensions 

Tickles clearer 
G - good mask 

L - much better 
So much cleaner 

Much clearer middle section -

I feel these mimes were excellent! They showed a great 
knowledge of the expressiveness of the body in addition to a 
great deal of imagination and passion. These mimes were very 
successful. I will enjoy seeing them all put together. They 
need to clean up a few minor things and they will have some 
excellent mimes. These were physically and emotionally 
beautiful! 

Fri.. Oct. 12. 1990 

Today I taught the class the choreography for the begin
ning of the "Lovers" mime. They really took well to it and 
seemed to really enjoy it. I think they really like working 
together as a full class. They will learn to time themselves 
to end with the other duets. They have to have a sort of 
kinesthetic sense about what is happening with the other 
people on stage without losing the connection between them-
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selves and their partner. I placed each couple on different 
planes on stage and they must find ways to work around the 
other people when and if they get in the way. The entire 
mime is stunning. I used Phillip Glass music for them to 
work all together and we did it several times until we were 
able to approximately time it out to where they all ended to
gether on their final poses. Some couples had to stay in a 
frozen position for quite some time until they began their 
particular duet so they would all end together or at least 
within a few beats of each other. 

Mon., Oct. 15. 1990 

Today was pretty much a review day. We went over the 
Prodigal Son, the various exercises, and the "Lovers" mime so 
they won't forget anything. I also assigned them a new mime 
due next Monday. This is a realistic or "story telling" mime 
about "campus life." In order to explain how you can turn a 
simple event into a very stylized mime, I showed them how to 
pick a flower mime style! They begin with opposites again. 
The flower is to the left and they begin by undulating their 
arm and stepping to the right. They next pull their left 
elbow over their head and around their back with their right 
arm out. They go down on one knee. They dissect their head, 
then waist, then reach down to jerk up the stem of the flower 
three times. On the third try, they pull the flower up to 
their left shoulder and stand, extending their arm to the 
right. Next they pull their right arm and leg in at a 45 
degree angle and lunge forward on one leg, extend their arm, 
open their hand to give the flower, and SMILE!! 

They have to really stylize their mimes despite the fact 
that they are more realistic. We will soon begin doing mimes 
with paintings as the theme. 

Wed.. Oct. 17, 1990 

There was no class today because I had to go and perform 
for the Women's Club for the production of Grease. 

Fri.. Oct. 19. 1990 

Today the class didn't feel they were ready to present 
their campus life mimes so they literally begged me to let 
them do them on Monday! I let them postpone them because I 
know how much more difficult realistic mimes can be. It is 
not only more difficult to perform, but more difficult to 
choreograph. I gave them an extension and let them work on 
them in class. I watched some of what some of the students 
already had to give feedback and see if they were on the 
right track. I gave some ideas to clean them up and make 
them more clear. 
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Mon.. Oct. 22. 1990 

Today the class began presenting their campus life mimes 
without music: 

The students should be working for consistency on these 
mimes; 

1. Geri - getting on bus 

glasses - no 
Good door opening 
Good addition of side undulations 
good walking back in line 
Much better leaping on bus 
Got sloppy after the arm - work transition 

2. Anna - Picnic 

Better beginning 
Good looking thru, bag 
Good yawn 
Better reading 
Good with the ball - trash? 
Better grapes 
Better drink 
Good dissections - waist 

End could be clearer 
Work arms more - speed not jerkiness 

3. Glenn - Playing pool 
Good & cocky at beginning 

Good back broken 
Good change of walks!! 
Good fall, etc. 
Fight part very good. 

4. Betsy - Workout (bowhead) 

Bow - good 
Towel 

Too smooth in parts 
Nice walk thru door 

Too pantomimed 
Good in shower 

I want you to do this again! 

Be conscious of people watching at all time 
Really use the "bow" 
Leap out of shower! 
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Wed.. Oct. 24. 1990 

The class finished their campus life mimes today without 
music. 

5. Lynnette - getting up and ready - late to class 

Good walk to alarm -
Maybe hit alarm a couple of times 

Pantomime looking in mirror 
Pocket too real 
Good eating 

6. Mark - Going to class 
Good dressing 

**Profile walk - NEEDS WORK 
Good changing gears 
Turns much better -
Pencil - too real 

Clothes not as good coming off!! 

7. Piroose - Picking up chick in library 

Need stronger begin. 
Wonderful hurt hand 
Better reading 
Better looking at girl around book 
Good leap over and hiding behind book 

Work on the hit 

Betsy redid her mime - much better - I like the incorp
oration of the bow all the time. Still work on stylization 
of the mime. 

Glenn - Did his mime again with music today. He used 
the music Bad by Michael Jackson. This went perfectly with 
the mime. Very nice style! 

Fri.. Oct. 26. 1990 

Today some of the class performed their mimes with 
music. Betsy, Geri, and Anna. 

The music is as follows: 
Glenn - Bad by Michael Jackson 
? Betsy - 'Cause I'm a Blonde from Earthgirls are Easy 
Geri - Jump by Van Halen 
Anna - New Kid in Town by the Eagles 
Lynnette - Daydream Believer by the Monkees 
Mark - Hot for Teacher by Van Halen 

The music chosen for each mime fits very well! 
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Mon.. Oct. 29. 1990 

Lynnette and Mark performed their campus life mimes with 
music today. 

Mark - Don't indicate in mime 
Turns in car are confusing 
Work on the profile walk! 

Today we also worked on the emotion mimes from the 
beginning of the semester. Since all six of them were here 
today, I placed them on stage according to the type of 
emotion performed and they tried to go back through the mimes 
all together. They had problems remembering the mimes since 
it's been a while. They got better the second time through. 
I'm going to have to find some kind of music that will be 
good for all the emotions at the same time. Probably Phillip 
Glass. The order is: 

Front row; (SR)Lynnette - infatuation, (C)Betsy -
lethargy, (SL)Geri - love 

Back row: (SR)Mark - anger(hatred), (C)Glenn - anger, 
(SL)Anna - fear 

Wed., Oct. 31, 1990 

Today was a rather short class day. I brought some of 
the masks I have to class and they performed the emotion 
mimes in the order I gave them with masks that fit the 
emotion they portrayed. They all seemed to fit really well! 
I think the masks helped the process of presenting the 
emotions because of the external shape and coloring of the 
masks, but also because of the fact that the actors' faces 
were covered and they began relying more on their bodies than 
they had before. I can't wait to see them perform in white 
face! 

Fri., Nov. 2, 1990 

Today began the interdisciplinary portion of the class. 
I had assigned mimes to be due for part of the class today 
because two of the class members were to be gone for ACTF 
festival and wanted to perform before they left so as not to 
be behind class. The assignment was for the students to find 
an abstract painting and present an abstract mime based off 
of the painting. They would then put music to it after per
forming it without music. The results were really exciting! 

1. Glenn -
Painting - Odilon Redon's The Green Death (gray/black) 
Music. - Sam Harris - Save the Children 

frontal diss, begin 
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arm undu. 
diss, up 
spins 
knee - arm und. 
leaps & push - leaps & push - circle pattern 

Use arm to pull up diss. - pump 
Walks 

2. Lynnette -
Painting - ? Gorky's Agony (red & black) 
Music - Michael W. Smith's Ashton 

Begin on floor 
Lots of spins 
Some chiffon - grows to arm undulations 
Much vertical back dissections 
Lots of leaps 
Pushes 

Ends on knees (same as beginning) 

Mon., Nov. 5. 1990 

Today was a continuation of the previous exercise, 
except those who went today merely performed their abstract 
mime based upon a painting without the music -- that comes 
next time. 

3. Geri -
Paint>ing - ? Homage to the Sguare by Joseph Albers 

Down on floor -
Head diss. 
Arms - in frt. & sides - square 
Hugs 
Push through 
Pick flower - throw away - out of box - then in 
Back down w/ head diss. -

4. Anna -
Painting - Dynamism of a Soccer Player by Umberto Boccioni 

On floor - arm und. 
Scarfs on floor 
horiz. dissecs. 
chiffon - white scarf - around neck 
chiffon - red - leaps - around neck 
on floor - blue - slow und. - throw away 
Flower move - white over head and down 

5. Betsy -
Painting - Effervescence by Hans Hofmann 

(blop) 
head unds. 
arm. unds. - good w/ fingers 
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slow & to sides 
up back diss. - und. to come up 

Don't muss hair 
Spins 
Leaps - legs in air 
Arms 
Knees & over; more leaps 
End - white splotch 

I took up journals on Friday and the students continue 
to write interesting entries. It helps me to see what their 
insight into what they know or don't know about mime is. 

Wed., Nov. 1. 1990 

Today Geri, Anna, and Betsy performed their abstract 
mimes again with music: 

Geri -
Music - Hip to be Sguare by Huey Lewis 

Very good getting out of boxes 
Don't be quite as bouncy w/ music - make your movements 
more rigid - like a box 
This is getting better as you are going along 
Change the ending -

Anna -
Music - Overture to the musical Cats 

nice growth w/ music 
nice on floor to get 3rd scarf 

Need to end with the music 

Betsy -
Music - She presented a collage of music including 10 sounds/ 

songs. 

Excellent music!! You worked hard on this! 
Nice third movement 
You really need to watch dancing - something diff. w/ 
head movement. 

These mimes have been exciting to watch! I can't wait 
to see what the realistic painting mimes look like! 

Fri.. Nov. 9, 1990 

Today was mostly a catch up day for everyone who hadn't 
done particular mimes and needed to perform for a grade, and 
also so I could critique them and let them know what to work 
on for the performance. 

First Mark did his abstract painting mime twice -
without and then with music: 
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Mark -
Painting - Convergence by Jackson Pollock 
Music - Guitar Shop from Jeff Beck's Song in the House album 

Bandanas - Better balance (spins & leaps) 
Spins around - arms 
Leaps - push/pulls 
Arms - lots of 'em 

Eagles -
Down w/ head on floor - rear facing us 

Very sloppy!! 

2nd time: 
Arm und. - work 
Work entire stage 
Drop bandanas 

Music - need cuttings from same music 
More definite in dealing w/ sides of the stage -
Nervous!! 

Was this thing improvised?!? You need to stop relying on the 
music! You are supposed to choreograph the mime first and 
then put music to it as a back up or reinforcement. Don't 
try to slip out of one of the steps or you have dance! 

Next Lucas caught up with his emotion mime from the 
beginning of the-semester. He never did redo it. 

With the music it is nice, but you might consider using 
cuttings -- robotic music for the first and last part and 
something classical, light, romantic for the "love" section. 

The last thing we did today is to do some improvs. with 
the people in class. First they were a tree -- an old 
knotted tree in the various stages of growth. I merely put a 
tape on and let them experiment with the ensemble movement. 
I can see tremendous awareness now in each of them. They are 
able to express themselves better individually and now 
collectively! I called out the various seasons of the year -
- Winter, Spring, etc. and they had to respond physically to 
these stimuli. They performed very well for their first 
improv. The next improv. was a growing fire. This was not 
quite as imaginative. I just told them when they were grow
ing from sparks to flames and then to large flames, when they 
were spreading out into the seats, and when they were being 
extinguished. They will get the hang of it when I have some 
specific music in mind to help with the growth and climactic 
parts of the mime! 

Mnn.. Nov. 12. 1990 
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Today was another catch up-and-improv. day! Lucas 
performed his campus life mime for the first time with and 
without music. 

Lucas - Painting in art class - 1st time 
Walk - better 
Work leaps 
Good looking at painting 

Make more stylized all the way through 

Music - New York State of Mind by Billy Joel 
2nd time: 

better easel 
- Better w/ specific object - looking back & forth 

Good throw away of brush 

Next I let the class perform the tree and fire improvs. 
again. They were much better this time -- especially the 
fire. I began the tree improv. by calling out the seasons 
again and then appointed the tallest person in the center the 
job of being unspoken leader. Anna was responsible for 
making sure that everyone changed seasons according to when 
she did. They had to closely watch her and be able to dis
tinguish the seasons from what she was doing. We chose a 
specific # of seasons for her to go through and by the time 
we did the improv. a few times they got considerably better. 
I think it was confusing at first, but the longer you work 
with a group, the easier it is to read each other's "style." 

The fire improv. mime was considerably better. I don't 
know if everyone likes this one or not, but it can be quite 
exciting if it's taken seriously. They really seemed to grow 
together and spread and cease at the same times. This is 
good to see happening to a group of mime artists! 

Wed.. Nov. 14, 1990 

Today the class was to present a mime based off of a 
realistic painting and next time they will present it with 
music of their choice. The class seems to have a more diffi
cult time with realistic mimes than abstract, so we'll see 
how they've improved. 

1. Anna -
Painting - Promenade. Woman with a Parasol by Claude Monet 

Opposite side 
Spin - close p. & down 
Flowers - throw 
Pick flower - give to other 
Knees - circle w/ umbrella 
Spin & in position 
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2. Geri -
Painting - Christina's World by Andrew Wyeth 

On floor - head - lift body -
Arm undulations - grass 

Pick flowers - down 
Up - eagle; pick up & throw 
Leaps & spins - throws 
Pick flower & in lapel & hair 

Down - up again - wave 
Good balance -

Only two students were ready today! 

Fri., Nov. 16, 1990 

Three more did their mimes without music and then four 
of the five performed with music: 

3. Lynnette -
Painting - Pantomime by Frederic Taubes 
Music - Pachelbel's Canon in D 

Spins, play violin, dance - nice 
posing 
Pick flower 
dance waltz w/ imag. partner 

4. Betsy -
Painting - Ophelia by John Everett Millais 
Music - sounds of water 

On back - hand und. - arm und. 
Up - sitting - side arm und. 
Stand - unds. still 
Splash water 
Leaps around, spins 
Splash 

Back down -
Music - water - up w/ birds (country music) 

could this constitute music? 
E.T. - pull 

5. Mark -
Painting - ? 
Music - Ocean sounds (didn't bring to class) 

Asleep in chair 
Begin fishing 

I think the entire class should be involved with this one. 
They can be the waves! This will help Mark. 

Aniia. - with music 
Music - Lucy in the Sky with Diamonds by the Beatles 
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Much better -
work to quieten leaps 

Like how parasol opens up 
Good end - diff. face (mask) 

Geri - with music 
Music - Back on My Feet Again by Michael Bolton 

Glenn was the only one who didn't have his mime ready. 
These mimes really turned out well. I think it's interesting 
that two of the realistic mimes were done with realistic 
sound effects instead of actual music. Does this say some
thing about the emotional content or lack of emotional con
tent in the realistic paintings, or are the students trying 
to be as realistic as possible by just using sounds? This is 
very interesting! 

Mon., Nov. 19, 1990 

Today Glenn presented his realistic mime, but he didn't 
do it with music. He said he wants to use the theme song to 
the movie The Sting. 

Glenn -
Painting - The Gambler's Victim by John Pettie 
Music - Entertainer by ? Joplin 

Walk - sit at table 
Shuffle & deal 

lose - pout - walk/pout 
This could be another good mime to include others in. They 
would merely have to sit and play poker with Glenn. 

The next thing we did today, was go to the makeup room 
and let me explain how to put on mime makeup. Betsy volun
teered. They will each have to apply makeup for the perform
ance. Everything is to be black and white. The entire face 
is white -- including the eyebrows, eyelids, mouth, etc. to 
approximately half an inch from the hair line all the way 
around and then it goes to the chin. There is a black line 
all the way around the white to add to the "mask" effect. 
The eyebrows are then penciled in with black much higher than 
the actual eyebrows. The mouth is also made black and the 
eyes are heavily lined (preferably mascara is applied). The 
creativity is usually in the eyes. You can either do the 
standard lines above and below the eyes in verticals to point 
out the eyes, or you can accentuate them with diamonds, 
tears, hearts, etc. I merely showed Betsy the typical verti
cal lines. 

I need to bring baby powder for the performance, because 
regular translucent powder turns the clown white makeup 
yellow. I hope they can wear their masks for the emotion 
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mimes over the makeup without getting them messy. They will 
also need to wear black. 

Wed.. Nov. 21. 1990 

Thanksgiving holiday. No class. 

Fri., Nov. 23, 1990 

Thanksgiving holiday. No class. 

Mon.. Nov. 26, 1990 

Today I taught the class a final abstract mime incopor-
ating boxes to be worn on the head. These will be covered in 
black felt so felt faces can be easily made out of felt 
pieces to be merely slapped on by the mimes. This won't be 
used in this particular class, but somewhere in the future I 
intend to incorporate it. 

The boxes are a part of the concept of the painting I 
chose and I will choose music to go with it at a later time -
- when I'm putting together the master tape of songs. 

The mime is as follows--Beginning pose: 

Lucas 
Glenn 

Lynnette 

Betsy 
Anna 

Geri 

Mark 

Pose; Lucas - w/ arms in box down (back to aud.) 
Lynnette - bent over w/ head up (profile lft.) 
Glenn - on one knee (profile rt.) 
Betsy - standing w/ arms in box up (front) 
Anna - on two knees (profile lft.) 
Geri - on all fours - head up (profile rt.) 
Mark - laying to angle lft. on elbows/knees up 

First section of movement: 
Glenn - chest diss, horiz. 
Geri - sit up - head diss. - horiz. 
Lynn. - up - leg forward lunges 
Anna - knee to side - vert, waist diss. 
Mark - legs up - bent (slow) (riding a bike?) 
Lucas - move arms up & down 
*Betsy - vert, chest/side to side - arm up - stop 

Betsy leads all stops and starts 

Betsy snaps and all freeze, she walks forward to edge of 
stage turns and snaps again. New section. 

Second section of movement: 

Betsy - walk around stage 
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Lynn. - sit - move arms as paddles 
Glenn - stand and profile walk w/ stiff arms 
Anna - stand and do stiff eagles 
Geri - crawl SR/ stop/ crawl backwards SL 
Mark - sit up - reach side to side w/ arms 
Lucas - waist diss, side to side 

Each time Betsy reaches Down Center, she snaps and all freeze 
and then continue second action. 
The second time Betsy reaches down stage, she snaps, all 
freeze, Betsy gets back into original position Center stage, 
snaps, and all do horizontal dissections together as follows: 

Head - 4 times to each side 
Chest - 4 times to each side 
Waist - 4 times to each side 

During waist dissections, everyone get back into original 
position (as well as possible) and freeze on the last count. 
(Betsy must snap entire time diss, are being done to keep all 
in sync). 

For this mime I must come up with seven boxes covered in felt 
of different sizes, but large enough to completely cover the 
heads of the actors. I have assigned that each student bring 
their own boxes and I have bought the felt and will hot glue 
it on to the boxes. Next they must put elastic, sponge, or 
whatever they can inside to make it fit stationary to their 
heads. I will attempt to finish covering them so I can get 
them to everyone by Friday's class for them to work on over 
the weekend. I must also find the right music for this 
particular mime. I have all of the tapes from the students 
and I am also in the process of putting together a master 
tape (two master tapes). 

Wed., Nov. 28, 1990 

Today was a review and preparation day for the perform
ance. I received the last of the boxes and all of the books 
containing the art photos have been taken to get slides made 
of them. This will be an expensive project. I must also get 
a slide projector and a screen put up in the lab theatre. 
I discussed our cue rehearsal -- Monday Dec. 3rd in the 
Qualia Room at 7:15. Because we can't get the Lab theatre we 
will have to have another full dress rehearsal Thursday 
afternoon during dead day since the performances are Friday 
and Saturday on the 7th and 8th. We will rehearse the 6th in 
the Lab theatre at 1:00p.m. Michael Stevens, Debra Naylor, 
and I will do a full technical rehearsal that morning at 
10:00a.m. to make sure everything is ready to go! 

The next thing I did was give the students a list of the 
performance order according to how I had worked it out for 
the most audience impact. 
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Group Mimes: 
Prodigal Son 
Emotions - w/ masks (6) 
Lovers - (3 couples) 
Flower 
Campus Life - (7) 
Abstract Painting - costumes (6) 
Realistic Painting - (6) Some include other people 
Cubistic or Box Mime 
2 improvs. 

Student Mimes: 
C=comedy; D=dramatic; L=light hearted 

Glenn - Pool (C) 
Green death (D) 
Gambling (D) - needs 3 others [Betsy, Lynnette, Geri] 

Lynnette - Late to class (C) 
Agony (D) 
Pantomime (D) - (costume) 2 others - male/female 

Mark/Anna 
Anna - Picnic (C) 

Soccer (L) costume 
Parasol (L) - 1 other (Lucas) - parasol needed 

Geri - Bus (C) 
Square (C) costume 
Christina (D) 

Betsy - Rec. Center (C) 
Collage (D) 
Ophelia (D) 

Mark - Class (C) 
Convergence (L) costume 
Ocean (L) all others for waves 

Lucas - Painting (L) 

Tree (L) 
Fire (D) 
Box (D) 
Emotions (D) 
Lovers (L) 

C = 7 D = 1 0 L = 7 
*Must distribute them as equally as possible with regard to 
who is in which mime and who has a costume, mask change, etc. 

D C L D L D C L D L D C L D C D C L D C D C(GLENN) L(LOVERS) 
D(BOX) 
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Prodigal Son - Betsy 
Tree - Lynnette 
Emotions - Lucas 
Flower - Mark 
Fire - Anna 

MIME SHOW ORDER; 
R=realistic C=campus life A=abstract 

1. Prodigal Son - frozen 
R/C 2. Gambling - Glenn (Betsy, Lynnette, Geri) 
C/C 3. Picnic - Anna 
A/L 4. Convergence - Mark 
R/D 5. Ophelia - Betsy 
A/L 6. Tree - all 
R/D 7. Pantomime - Lynnette (Anna/Mark) 
A/C 8. Square - Geri 
C/L 9. Painting - Lucas 
A/D 10. Emotions -All but Lucas 
R/L 11. Parasol - Anna (Lucas) 
A/D 12. Green death - Glenn 
C/C 13. Blonde - Betsy 

INTERMISSION 
R/L 14. Ocean - Mark (all) 
A/D 15. Lynnette - Agony 
C/C 16. Bus - Geri 
A/D 17. Collage - Betsy 
C/D 18. Late - Mark 
A/L 19. Soccer - Anna 
A/D 20. Fire - all 
C/C 21. Late - Lynnette 
R/D 22. Christina - Geri 
C/C 23. Pool - Glenn 
A/L 24. "Lovers" - all 
A/D 25. Box - all 

Pick a flower and then bow 
END 

Fri., Nov. 30, 1990 

Today we went over Act I of the show and worked out some 
of the transitions. I gave the students their boxes to work 
with for Monday. We will go over the second act on Monday in 
class and then rehearse cues that night. I will make two 
master tapes for the performance that we'll work with on 
Monday in class and Wed. in class. I need to talk to Fred 
and see if he can get a screen to be put up in the Lab before 
Thursday's practice. I will also need to see what lights are 
available and I will check out a slide projector today. The 
slides should be ready early next week. Hopefully on Monday. 

Act I -- Transitions 

1. Prodigal son -
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Anna/Mark 
Gerri/Lucas 
Lynnette/Glenn Ripple from front (Lyn./Glenn) to back 
****End - blackout and slide for #2**** 

2. Lynnette, Glenn, Geri, freeze; Anna/Mark lunge & open 
curtain - Betsy spin out & in place while Lucas spins off & 
backstage. A/M follow as L, G, & G get into place. 
****End - blackout and same slide**** 

3. Betsy - stage rt. audience 
L. - Open curtain - Anna comes out; 
Glenn - stage left aud. 
Geri - aisle 
****End - blackout and slide**** 

L - in 

4. Mark - thru, curtains 
Anna - head 
Mark - out to place 
Anna - leap to him - push him down in position. Exit SR aud 

5. Blackout - slide "Ophelia" 
Mark - exit stage left. aud. 

Mon., Dec. 3, 1990 

Act II - Transitions 
Preset chair DSL 
14. All come in from doors - in place in blackout - slide 
semi-circle in following order: 
Lucas, Lynnette and Mark in the 
15. All exit - curtain in dark 
chair off towards light booth. 

Betsy, Geri, Glenn, Anna, 
chair. 
- Mark go around. Geri take 
Lynnette stay. 

16 
17 
18 
19 
20 
21 

L. 
G. 
B. 
M. 
A. 
L. 

exit 
exit 
exit 
exit 
exit 
stay 

G. enter dark. 
B. enter dark. 
M. enter dark. 
A. enter dark. 

dark L. 
by doors 

stage left all enter 
Geri exit 
Glenn SR 
Betsy thru curtain 
Lynnette SR 
Mark SR 

22. L. exit stairs; G. enter dark 
23. G. exit by door; Glenn enter dark 
24. G. exit SR; A. enter thru curtain 
25. Dark - Betsy hold curtain - all get 

mus i c. 
Boxes in this order; Lucas, Glenn, Lynnette, Geri 
Mark (should be backstage - Betsy puts hers on). 

boxes & in place w/ 

Anna, 

ITr̂ Hing bow - Dark; take boxes off in place - walk downstage -
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Semi-circle in following order: Lucas, Lynnette, Glenn, 
Betsy, Anna, Geri, Mark 

Ripple - pick flower & give to audience - Und. up 
Hop forward & bow - walk out doors -

LIGHTS AND THUNDEROUS APPLAUSE!! 

We worked these transitions today and we will have a 
rehearsal with music cues tonight! 

Mon.. Dec. 3. 1990 7:15 p. m. 

Tonight was a rather tedious rehearsal, but well worth 
the effort. There are a lot of cues -- both light and slide 
and music cues. I need to get the cue sheets from Michael 
when the show is over! I allowed the students to go through 
all of their mimes and the transitions and I talked Michael 
and Debra through the cues in between. They wrote them down 
and I think they will be ready for Thursdays tech. rehearsal. 
We will run the show with the performers after the three of 
us work on the cues in the Lab theatre Thursday. I think 
Debra will come to class Wednesday (she also came today) so 
she can see more of what's going on. Michael can't come - he 
has a class at that time. 

I can see a great deal of concentration going on by some 
of the students, but there are others that seem preoccupied 
by something. I assume it is because everyone is in the 
middle of finals, etc. I hope that's all. One student is 
bringing everyone else down and I don't think I want to work 
with this individual again. I have no respect for anyone who 
makes a project uncomfortable for those working on it. If 
there is a problem, this person should come to me rather than 
go behind my back and make everyone else feel bad. The per
formance has great potential for being very entertaining if 
the bad attitudes go away. 

I'm very proud of everyone's progress to this point. 
They still need to go home and work on some of their mimes 
because they seem to have forgotten parts. I am only worried 
about the transitions between each mime. I am confident that 
the students will really come through on performances. I 
just hope I have provided the technical people with enough 
information to be able to perform smoothly. They are good 
people; I just have too many cues for them to do within a 
small amount of time. It will all be better after Thursday's 
rehearsals!! 

Thurs.. Dec. 6. 1990 

Today was another tedious day -- in the morning techs. 
Pat Vaughn was kind enough to put the screen up for the 
slides. It looks great. I have the slides, and the lights 
are pretty good, although there are dark spots downstage. 
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The tech. rehearsal would have gone better if we hadn't had 
so much trouble with the lens on the projector. The music 
was fine - we hooked up the double tape deck and I provided 
another tape player to allow Michael to cue one tape for the 
next song while the other tape was playing. Michael also 
made a backup copy for each of the tapes! This is a smart 
idea! 

I finally got different lenses for the projector from 
Fred, and they will be fine! I think the slides look great!! 

The runthrough rehearsal was great today with the mimes. 
Everyone seemed to go home and work on their material and the 
transitions seemed to flow. I typed up a sheet of all the 
mimes, transitions, and where everyone was to go and gave one 
to each person. This will help clear up a little of the con
fusion. They just have to really concentrate on what comes 
next and rely on the technical people to do the rest!! 

Like I said -- this show really has the potential to be 
excellent!! They have all come a long way! 

Fri.. Dec. 7. 1990 

Tonight was opening night and everyone got here at 7:00 
since the show starts at 8:00. I made a bunch of programs to 
hand out to everyone. I forgot to put the intermission on 
them. I'll have to announce it. My father is taping the 
show tonight and tomorrow night so I can use these as ref
erences when I'm writing my dissertation. I know they will 
want copies of the show. They have done some good work so 
they should want one. 

I was very pleased with the way the show went, except 
that I had to use Dr. Ashby's slide projector since the bulb 
blew in the one I checked out from Patti, and Fred wasn't 
around and there weren't anymore bulbs for this projector 
anywhere. I hope everything works out alright. Dr. Ashby's 
slide projector is about to have a blown bulb, too. I don't 
know how it's lasted as long as it has. I have to get new 
bulbs tomorrow if I can't get a hold of Fred. 

As far as the audience, they seemed to enjoy it, but I 
know they were having trouble understanding what was going on 
in many instances. That's okay, because the students and I 
know. They performed beautifully, and didn't really seem 
nervous. The white face makeup made 100% difference!! I 
think that was the one thing that made the difference in the 
way the performers felt about what they were doing. It added 
just that little extra "oomph" that the performances needed!! 
I'm very proud of everyone and can't wait to see tomorrow 
night because I know it will be even better! 

gat.. Dec. 8. 1990 

Tonight was the final performance!! There were only two 
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of my committee members who showed up, and they both came 
tonight. I didn't talk to Dr. Jones afterward, but Dr. 
Sorensen really seemed to enjoy the performance and he saw 
tremendous growth in each of my students. He suggested that 
I try to get the video tape submitted as part of my disserta
tion. This would be a great idea. I appreciate the fact 
that a fellow artist came to see the show who really appreci
ated and above that, understood a lot of the work that was 
going on stage! This makes me feel good about the class 
above and beyond any other audience response. There were 
other theatre students that came to see the show and seemed 
really impressed with the whole concept of mime and its 
implications on the actor training process. This is what the 
whole class and performance was all about anyway, and so I 
feel I accomplished my goal -- to better the training of a 
few actors through the teaching of mime. I feel it helped me 
with my own personal acting skills, and I'm glad to have had 
the opportunity to share this knowledge with others in the 
hope that they were bettered in their acting!! 


