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[bookmark: _Toc194843291]Introduction
2/11/2024
Since I was young, I have been creating and developing characters for my own entertainment and creative expression: writing original stories; writing stories based on existing characters from media I enjoyed; devising and playing characters with my friends in role-playing games such as Dungeons & Dragons. I have extensive experience in the craft on a casual, recreational basis. What I lack is a more educated understanding. I have never written – much less published – a complete original work, nor acted in a professional stage production, so I have no experience in the creative industries. Additionally, I have always struggled to comprehend my own thoughts, and my creative process is largely based upon spontaneity and improvisation. I do not know how I manage to develop characters, as the decisions involved are usually the result of idle thoughts rather than deliberate, purposeful ideation.
When preparing monologues or scenes for auditions and in-class work, I have a tendency to get “locked” on specific ideas and need intervention from my peers to help me look at the text from a different angle. My analysis of written dialogue is typically surface-level and I have trouble comprehending the intended intonation of the words without hearing them performed out-loud by someone who already understands them. I know I have done performances I was proud of in the past, but I could not comment now on what I did to put them together.
In short, I feel as though I lack an understanding of my own creative process and as such the instances in which I believe I have succeeded in bringing a character to life feel like flukes in hindsight. This hinders my confidence as an actor and leads to heightened stress during performance rehearsals: not knowing how I do what I do limits my ability to work with intention, forcing me to rely on the hope that spur-of-the-moment decisions will be enough to produce something of quality.
By the end of this project, I hope to have changed this: to have developed a greater comprehension of my own mind and how it forms ideas, so that I may be more self-assured in my acting work. I aim to be able to actively find inspiration for my choices regarding characterisation, rather than waiting for it to hit me out of the blue, and to do so I intend to form a methodology by which my creative process is broken down into tangible, actionable steps. I already have one idea that could go into this: recording my spontaneous thoughts to refer back to at later dates, allowing me to remember why I made certain decisions. Pulling ideas out of nowhere is just a facet of how my imagination works, so I believe it will be more productive to work with that chaos by organising it, as opposed to viewing it as a weakness and trying to force it into a more cohesive process on a foundational level. 


[bookmark: _Toc194843292]Existing Ideas
09/12/2024
In order to understand how I engage with the craft, I first need to explore what is already out there: the works of established professionals and theatre practitioners with more experience than myself. I will have to build a foundation of knowledge from which to form my own ideas.
The obvious place to start is with the methods of Konstantin Stanislavski, arguably one of the most influential voices in modern acting. His work set a baseline which many other practitioners used to construct their own techniques – some of whom I will talk about later in this section. He wrote a number of books on the theory of acting, with the primary examples being the trilogy of An Actor Prepares (1936), Building a Character (1949) and Creating a Role (1961). He focused on playing a role as believably and realistically as possible, with emphasis on the steps an actor must take to imagine themselves as their character. He believed that, “in the language of an actor, to know is synonymous with to feel.” (Creating a Role, 1961, p.5) In other words, an actor’s personal reaction to a text is an important component of their creative process; acting decisions should be made from a place of emotional connection, not cold detachment. Specific examples of his methods include: given circumstances, which encompass all relevant details of a character, their life and the world they inhabit; super-objective, which entails the character’s primary motivation throughout the play – the thing they want to achieve or attain above all else; emotional memory, where an actor draws from their own personal memories in order to better portray specific emotions on-stage. His methodology puts emphasis not on pandering to the audience, but communicating with oneself and one’s fellow actors, making the process a highly personal and introspective one – a perfect starting point for my own exploration.
One of the foremost expansions on Stanislavski’s work comes courtesy of actress and practitioner Uta Hagen, who maintained the idea of using one’s experiences to connect to a character while introducing elements of improvisation. In contrast to Stanislavski, her methods draw importance away from the intellectual elements of the craft and into the practical side: she states that, “real thinking precedes, is accompanied by, and follows action,” (Respect for Acting, 1973, p.66) highlighting that active thought should flow naturally in the moment rather than feeling laborious or disengaging an actor from their role. In addition, she developed a variety of games and object exercises which allow an actor to discover and develop their relationship to the space and objects within it: how they enter; how they interact; how each and every action they take can be informed and intentional, ensuring they have a complete understanding of how their character behaves.


Another name worth mentioning is Sanford Meisner, an American actor and acting teacher who differentiated his technique from Stanislavski’s by focusing not on an actor’s experiences, but their imagination. He believed that, “acting is the ability to behave absolutely truthfully under the imaginary circumstances,” a phrase that became a motto for his teachings, which were divided into three components: emotional preparation, repetition and improvisation. The first sees an actor preparing their character’s emotional state through imagining themselves in their shoes before beginning a scene, allowing them to be in-character before they enter the stage; the second involves exercises in which actors repeat one another’s words back-and-forth, reacting authentically to each other and seeing where the “scene” develops based on these reactions; the third is an overarching aspect of the technique, with Meisner urging actors to rely on their instincts and respond to their fellow performers naturally – that is, without thinking. The idea of imagination is central to his technique, as he found Stanislavski’s methods to be an unhealthy way of working: it taught actors to relive potentially-upsetting memories and in doing so, put themselves in an incredibly vulnerable state on stage for the audience to see. Instead, Meisner taught actors to portray authentic emotion without forcing themselves through it whole-heartedly, allowing them to remain safe and comfortable throughout a performance.
There are many other practitioners worth mentioning, most of whom build on the fundamentals laid out by Stanislavski: Jerzy Grotowski drew from the notion of emotional memory, but emphasised utilising silence and learning to portray a character purely through physicality; Lee Strasberg focused on method acting and the importance of individual authenticity. Through my research so far, every method and technique I have seen points towards one core idea which sits at the centre of contemporary acting theory: an actor should project themselves onto their character and vice versa, using their own life experience and emotional responses as a template with which to understand the way their character thinks, acts, talks and exists within the space they inhabit. This will be the first building block in my own personal method.


[bookmark: _Toc194843293]Primary Research
06/03/2025
[bookmark: _Toc194843294]Actor Questionnaire
With a base of secondary information gathered, I wanted to expand on my research by talking directly with active professionals. Luckily, along with connections I have made throughout the acting course, I have a link to the industry in the form of my sister: she works with a theatre company in Scotland and as such knows a number of professional actors, so I put together a document containing several questions related to the subject of my project and asked if she could send it out to her contacts. In the end, I only received responses from two actors – both of whom have asked to remain anonymous – but their responses were extensive and insightful. I will paraphrase and comment on their answers one question at a time; the full questionnaires can be found under Appendix 1 and Appendix 2 respectively.
[bookmark: _Toc194843295]What is the first thing you do when exploring a new role/character?
Actor 1 talked about the four questions they ask themselves after reading a script, relating to what information it tells them about their character. This is a perfect example of what I hope to get out of this project: a simple step-by-step system to help my character choices become more intentional and thought-through. While I obviously will not use the exact same methods as them, hearing from an active professional with a similar approach to the craft was greatly encouraging and helpful to my explorations.
Actor 2 said that, if the script has had previous productions, they will search for information on those productions to draw inspiration from prior iterations of their character. While this is not an activity that can be done in the rehearsal room, it is certainly a worthwhile aspect of performance to consider, and reminded me that developing a character is not something that only happens through performing in the moment: a great deal of supplementary research is necessary to fully understand a character and their circumstances.
[bookmark: _Toc194843296]How does the space you rehearse/perform in influence your decisions regarding your character?
Actor 1 stated that space affects everything about one’s performance, from mannerisms to vocal projection and even mental state: depending on the character, a smaller space might feel either intimate and comfortable or claustrophobic and exposing. They also mentioned that they are a wheelchair user and discussed how that affects their relationship with a given space, which is a factor that I find relatable to a degree. I find loud noises, especially multiple at once such as the sound of a group shouting or cheering at the same time, extremely overstimulating and often need to take measures to comfort myself when exposed to them: covering my ears, moving away from the source of the noise and tapping my fingers against the back of my head. While not as impactful as a physical disability, it is something I need to take into account when performing in a space with a noticeable echo, as the amplified sound can trigger the aforementioned discomfort.
Actor 2 talked about making sure one’s rehearsal space is as similar to the performance space as possible, since vocal and physical performance will differ entirely in spaces of different sizes. This is something I’ve had experience with before: in previous school plays and university productions, the set design & production team mapped out a rough outline of the performance space on the floor of our rehearsal room, allowing myself and my fellow actors to better tailor our performances to the former before we were able to rehearse in it.

[bookmark: _Toc194843297]How do your scene partner/s influence your decisions regarding your character?
Actor 1 discussed how another actor’s choices can influence one’s own, citing a show in which they performed multiple times with different scene partners, where decisions regarding demeanour and personality entirely changed the nature of their characters’ dynamic and relationship. They said that, no matter your initial interpretation of your character’s intentions, you have to respond to the energy given to you by the other actors in a scene and allow those responses to guide your own performance. I understood this notion already, but it was helpful to hear it put into words.
Actor 2 responded much the same, stating that they find it easier to digest a scene and get into their character when reading it aloud and having another person to react to.
[bookmark: _Toc194843298]How might you develop/discover a character’s physical mannerisms based on how they are written in the script?
Actor 1 said that, in their opinion, physical mannerisms should be discovered organically through rehearsal and improvisation exercises as to avoid making them look or feel forced. However, if certain traits are emphasized within the script, it is important to ensure those are present in one’s performance. Much like the last question, this is information I already use and I appreciated having it validated by a professional.
Actor 2 noted the importance of speaking with a director to make sure one understands their vision and is on the same page. I also believe in the significance of an actor’s working relationship with their director, so I will make sure to include some aspect of that in my own methodology.
[bookmark: _Toc194843299]How might you go about portraying a character whose experiences you do not relate to?
Actor 1 discussed the need to find “a way into” a character: a component of them as a person which you can use as a frame of reference to more easily understand their motivations. For example, they referenced a character they had played who supposedly had “morally repugnant” beliefs, so they focused instead on that character’s love for her husband and let that act as a guiding principle. As someone who enjoys playing villainous characters, this is an especially important note for me: being able to find the relatable aspects of an otherwise unrelatable character in order to portray the intentions behind their reprehensible actions.
Actor 2, much like their response to the first question, highlighted their use of research. While they gave no specific examples, they did state the noteworthy point that most characters an actor plays will be meaningfully different to them, so it is important to learn about their unrelatable experiences and approach portraying them from an informed position. I will need to include independent activities into my eventual method, to ensure I am not exclusively effective during practical rehearsals.
[bookmark: _Toc194843300]How important do you think emotional memory (Stanislavski method) is to accurately portraying a given character?
Both actors state its importance during rehearsals in relating to a character’s motivations, as drawing on one’s own experiences allows one to empathise with a character and more easily enter their headspace. I could not agree more: especially after carrying out my own research on Stanislavski’s teachings, I value them as tools to help facilitate a more honest performance.


[bookmark: _Toc194843301]What is your opinion on the effectiveness of method acting?
Actor 1 recognises that it can assist in making a performance more powerful, but also notes the number of detrimental effects it can have on both the actor themselves and the rest of their cast, as disruptive behaviour and mental burnout can make for a hostile and stressful work environment. Most notably in my opinion, they claim that “it cannot replace good acting,” a sentiment I whole-heartedly agree with. While I appreciate the practice for its usefulness in helping an actor stay in-character, I doubt I will make a habit of using it myself; I included this question because of my earlier research into Lee Strasberg, the practice’s creator, and his connections to the work of Stanislavski.
Actor 2 simply stated that they dislike the practice, as an actor does not need to sacrifice their own mental health in order to accurately portray a mentally-unhealthy character.
[bookmark: _Toc194843302]How might you use improvisation to rehearse a given role?
Both actors talked about the use of “what if” scenarios to improve in-character spontaneity and one’s understanding of a character’s reactions to a range of different circumstances, helping to ground that role in reality. From my own experience, this approach can be greatly beneficial if there is time to make use of it: due to the nature of improvisation, running the same hypothetical multiple times can help refine a character’s behaviours, but it might not be as useful during tighter rehearsal periods where learning lines and blocking take precedent.
[bookmark: _Toc194843303]What is one thing an actor should avoid when trying to develop a given character?
Actor 1 stated that, at least in stage acting, one should avoid having a fixed idea of one’s character before rehearsals begin. They note the importance of allowing for fluidity in one’s performance and understanding that it is almost impossible to know how a character will respond to their peers without first embodying them alongside your fellow actors. 
Actor 2 said to avoid copying people, especially when playing a character with existing prior performances, as it is important to make the character your own and create a performance that only you could have created. This is especially poignant when taken in tandem with their earlier mention of research: while it can help to look into how other actors might have played your character before, it is vital to not let yourself be too heavily influenced by their own personal choices.
[bookmark: _Toc194843304]Conclusion
Overall, these responses have given me a valuable look into the methods of actual working professionals. It was vital to me that I hear from people with the experience I lack in order to gain knowledge I haven’t had the opportunity to gain on my own and, while I didn’t get as many responses as I would have liked, I believe I have achieved that. It was encouraging to hear them affirm many of my own thoughts, too: I either agreed with or learned from everything they said and none of their input contradicted any of my beliefs about acting. The most thought-provoking idea put forward was that of employing independent research to bolster one’s performance during rehearsals. Prior to this, I did not fully appreciate the importance of such work, but I now see its value as part of the creative process. 

[bookmark: _Toc194843305]Director Interview
08/02/2025
Along with hearing from professional actors, I wanted to get insight on a director’s perspective. The relationship between actor and director is greatly important to the execution of a performance and, to my own understanding, both jobs become significantly easier when both parties understand one another: a director who knows how actors work becomes more capable of directing them, and an actor who knows how their director works becomes more capable of taking direction. To investigate this idea further, I arranged an interview with Samantha Alice-Jones and Matthew Holmquist, a pair of professional theatre directors who led our production of Oh What A Lovely War! during this year’s first term. Though the show was produced in an educational context rather than a professional one, I wanted to speak with them specifically because I had worked with them before and had an existing idea of their approach to the craft. I asked them a series of questions relating to their experience directing the play and their approach to working with us as actors, specifically regarding the play’s characters and our acting choices therein, and the responses they gave were deeply insightful. I will paraphrase and comment on those responses one question at a time.
[bookmark: _Toc194843306]Did you have ideas of how the characters should be performed going in, or did you want to let the actors decide that for themselves?
According to them, both. They had strong feelings on the tone of the play and wanted the characters to be larger-than-life to benefit its satirical, stereotype-heavy style of comedy, but the specifics were to be discovered through the rehearsals, discussions, movement exercises and historical research we did throughout the process. In addition, they wanted each character to have their own personality and mannerisms: the play was stylised as a circus show, with each of us actors playing a clown, and between the costuming and our own acting choices there was an expectation that each clown would be unique and memorable in their own way.
[bookmark: _Toc194843307]How important do you think it is to encourage actors to make choices for themselves regarding their characters, rather than relying solely on the input of their director?
Given the subject matter, they wanted the play to feel “truthful” and, as such, felt it was important that we “make discoveries and take ownership of [our] characters” during rehearsals. If we did not connect to our characters, the authenticity they were looking for would be lost. In addition, they wanted to make use of our own creative ideas to ensure they had as broad a range of perspectives to work with as possible. They were very collaborative directors and made a point to include us in the development of the production so that the end product would reflect the entire company, rather than simply being the result of us following their every word. 


[bookmark: _Toc194843308]Given that OWALW is based on real history, did you want to be mindful of the real people behind the characters or simply treat them as caricatures and nothing more?
It varied from character to character. General Haig, for example, was played by a performer who “wanted to take ownership of the truth” to him and his characterisation within the play, and that passion led Haig’s portrayal to become more grounded and realistic. In contrast, characters such as the Kaiser and the various British commanding officers were played for laughs and driven to a massively heightened degree, rendering them as little more than stereotypes. Ultimately, the choice rested on the point of what role a character served within the show: from a narrative, comedic and storytelling perspective, what was a given character’s “purpose?” Scenes with a more silly and exaggerated tone encouraged silly and exaggerated characterisation, while scenes depicting the horrors of war and the toll it took on those involved called for a more nuanced and toned-down approach. At the end of the day, the play was originally written both as a satire and a genuine reflection of the First World War, and the directors wanted to make sure our rendition honoured both that intent and the lives of the people depicted therein.
[bookmark: _Toc194843309]Do you think the comedy within the show took precedent over the believability of the characters?
Given its satirical nature, they believed the comedy was based in the fact that the characters were not credible as real people, and that the heart of the play lies less in the characters and more in its message. In other ways, though, the two notions fed into one another, especially when considering our experience as actors: in order for the comedy to land for the audience, they would need to believe in the characters and the world they inhabit; in order for us to portray our characters in a way that would let the audience believe, we would need to believe in them ourselves. In that sense, the comedy and credibility were one in the same, as neither could exist without the other. While the characters themselves were exaggerated beyond the point of realism, their motivations and reasons for doing what they do needed to be authentic in order for the comedy that comes as a result to be effective. In short, neither took precedent, as they worked together to facilitate one another.
[bookmark: _Toc194843310]If an actor is playing a character who does terrible things, do you think it is important for them to relate to and empathise with that character, do you think the actor is “in on the joke” or is it a mixture of both?
There is a line. Any character warrants understanding of their intentions and internal logic, regardless of how abhorrent their actions might be. At the same time, the reality of the craft must be acknowledged: actors have a responsibility to keep the safety of themselves and their peers in mind at all times and ensure that whatever abhorrent behaviour their character engages in does not cross over out-of-character. Characters are ultimately vessels for storytelling, so while actors have a duty to convey that storytelling through a believable portrayal, they can also recognise the separation between their character’s actions within the story and the reality of their role as a performer.


[bookmark: _Toc194843311]Conclusion
I held this interview in order to better understand the expectations directors have of their actors and the relationship between the two parties: how actors can best execute a director’s vision, how the latter might encourage the former to make choices which benefit the end performance and how their creative processes might influence one another. In the end, I received a wealth of information which has given me a greater understanding of exactly that and further fuelled my investigations into the craft of acting. It has also allowed me to reflect on the module in which I worked with the two: I can take a second look at my own performance with the knowledge of how the directors approached it and think about whether my ideas lined up with theirs, and that introspection will help me tackle any future productions I work on with more confidence and proficiency. When it comes to the here-and-now of my project, this interview has added another key component to my creative process: an actor should consider a character’s personal motivations and intentions, as well as their role from a writing perspective. One should understand their character both as a person with beliefs, goals and ideals, and as a narrative device constructed to serve a function within a larger story.


[bookmark: _Toc194843312]Collaboration
08/03/2025
A key flaw in all my research so far is that it has been theoretical: I have looked into the teachings of older theatre practitioners and questioned currently-active ones through interviews and surveys alike, but – though the information these methods yielded has been vital to the development of my project – conversation alone is not enough. In order to gain a fuller understanding of the creative process actors go through, I wanted to see it happen in real time. To this end, I organised a workshop in which my peers would perform an excerpt of text multiple times, each time with more information about the character and circumstances to allow them to expand upon their previous performance. Only three of my fellow students attended in the end, all of whom will go unnamed for the purposes of this document, but this turned out to be more than enough: even with only those three, the workshop ran for over an hour and I left with a great deal of insight to analyse.
The excerpt I chose was a portion of a monologue from Vincent River, a one-act play by Philip Ridley first performed in the year 2000. The monologue features the protagonist Davey recalling his encounters with and feelings for Vincent, a young man he became friends with across the previous months, to Vincent’s mother after he was recently murdered. I chose this moment because of its depth: there are a lot of factors at play which affect the character’s emotional state and a lot of context which could be revealed in chunks to facilitate the structure I wanted the workshop to have. I decided to give the attendees four opportunities to perform the piece: once after an initial read-through with no context; once after the added context of Davey’s character, that being a typical young man from East London; once after the added context that Vincent, the subject of Davey’s monologue, was recently killed and that Davey was the one to find his body; and once after the added context that Davey is speaking to Vincent’s mother, whom he had not previously met. Between each, they had five minutes to take in the new information and think about how it might affect their acting choices. After all four stages, I asked them a series of questions pertaining to how their acting choices changed each time they performed: first with no context and then with each new bit of context that was added. I will paraphrase and comment on their answers one question at a time.
[bookmark: _Toc194843313]Question 1: How did you perform with no context?
The general consensus among the attendees was that, upon reading the script for the first time with zero knowledge of the play, their choices were primarily guided by instinct: they looked for clues in the text, such as dialect and any exposition written into the lines, but they relied mostly on their initial gut reactions to decide the speaking character’s personality and the overall tone of the piece. Once they had an idea, they ran with it to see how it worked when performed out loud, knowing they would get other chances to rework and try different ideas. This led to each of them having their own version of the text: one performed it as a serious and emotional piece, one saw it as a comedy and the other interpreted the speaking character as “a douchebag” based on the things he recalled saying to Vince after only just meeting him. I expected this stage to be the most varied, as they had no context for what they were saying and had read it for the first time only a handful of minutes prior, and this meant it was very interesting to see and hear how they went about characterising Davey based on what little information they had to work with.


[bookmark: _Toc194843314]Question 2: How did the context regarding Davey’s character change your performance?
Though two of the attendees said they were able to guess this information purely from reading the text, all three agreed that it “narrowed their focus” and allowed them to perform with more certainty. Though they still knew nothing about the circumstances, they understood who the character was and the sort of lifestyle he lived, and thus how he might approach such an emotional and introspective topic of conversation. This was visible in the moment: watching them, they all seemed much more confident with the text and self-assured on how they wanted to speak it.
[bookmark: _Toc194843315]Question 3: How did the context regarding Vincent’s death change your performance?
Despite the variety in each of their performances, they all answered this question in a similar way, stating that the emotional quality of the text was drastically changed with the new knowledge – understandably so, given its dark nature. Where before it was about Davey processing his emotions and navigating the idea of being in love, it was now about him confronting the fact that he’ll never get closure: he cannot confess to or pursue a relationship with Vincent, so his feelings will go unresolved and he has to find a way to live with that. Naturally, this most heavily affected the more comedic interpretations of the text, but even the one that was serious from the start became far richer for it.
[bookmark: _Toc194843316]Question 4: How did the context regarding Davey speaking to Vincent’s mother change your performance?
This knowledge raised the stakes of the piece significantly, adding a sense of awkwardness and a level of pressure that weren’t there before. They all previously interpreted the scene as Davey speaking to a friend – someone he knew, trusted and felt comfortable speaking to – and as such performed him as quite relaxed, even if unsure of how to communicate his thoughts. With the added context that he’s talking about his feelings for a recent murder victim to their mother, whom he has never met prior to this conversation, I saw their in-character body language become far more tense and reserved; the more light-hearted and comedic lines sprinkled throughout became nervous and sheepish; the more personal confessions Davey gives about his innermost thoughts felt like they struggled to come out of their mouths. Interestingly, all three chose to perform in a seated position, only further conveying their discomfort. By this stage, their performances were all largely unrecognisable from the first ones, boasting far more depth in both their vocal and physical acting.


[bookmark: _Toc194843317]Conclusion
The workshop gave me a great deal of new knowledge, information and ideas to think about. First and foremost, it achieved its goal: I witnessed the actor’s creative process in action and gained an understanding of how a character may develop through rehearsals, with decisions about their personality, behaviour and mannerisms being inspired by the text and the circumstances therein. Furthermore, by organising and leading the event, I gained an appreciation for directing that I didn’t have before. I enjoyed presenting actors with a script, giving them the necessary context to perform it and watching them do their work, and the purpose of the workshop forced me to examine the intention behind their acting more than focusing on the acting itself. It allowed me to view the craft through a lens I hadn’t in the past and, as a result, learn about the moment-to-moment intricacies I doubt I would have noticed otherwise. I feel as though I have unlocked a new passion within the creative industries: I have always enjoyed being at the helm of creative projects, but I never realised how much I would connect with the notion of being in the director’s chair.
If I were to do this project again, I would have liked to organise more workshops in a similar vein to this. For one, deciding whether to reveal the fact of Vincent’s death or that Davey is speaking with Vincent’s mother first was tricky, and it would have been interesting to see how changing the order in which context was given might change the decisions made when performing the text. Another interesting approach might have been to observe the effect of giving each actor a different insight into the text.
With regards to how the workshop influences my project as a whole, I believe it has allowed me to see an example of my ultimate goal. Now that I understand what an actor’s creative process might look like, I have an idea of how to construct my own: I know the framework within which all the knowledge I have gathered so far might fit.


[bookmark: _Toc194843318]Building My Own Method
29/03/2025
With my investigations complete, I have compiled all the knowledge I have gathered across both this project and the Acting course as a whole and used it to form a simple seven-step guide for myself: a replicable process to lend direction, intention and focus to my choices when working with a new script. The steps are as follows:
1) Find the facts.
Read through the script and note down all the information it states for certain regarding my character: the who, what, when, where and why of them and their circumstances. I learned this exercise from our Script Rehearsal & Performance module in 2nd year and it helped me greatly, so it seemed like the natural place to start.
2) Fill in the gaps.
Imagine an answer for everything the text does not state explicitly, and use my own interpretation and initial ideas to give the character as much depth as possi.le. This was based on the opinions of both the professional actors I questioned and the attendees of my workshop. Doing so will help to make the character my own, especially if the text in question has been performed in the past. 
3) Relate.
Find a “way in” to the character’s headspace: a specific detail, trait or experience I can relate to and use as a point of connection between myself and them, lending authenticity to my performance. While they may have more than one facet I find relatable, focusing on just one to begin with will help me get started and approach the rest with a more confident understanding of the character. This was inspired by the methodology of Stanislavski and his contemporaries: emotional memory.
4) Write the inner monologue.
Fill moments of silence and reaction with imaginary lines: what they would say if their thoughts were voiced out loud. This is an exercise I have done with audition pieces in the past – namely, Davey’s monologue from Vincent River – and it helps me to conceptualise a character’s thoughts more easily, therefore making it easier to remain in-character during moments when I am not actively speaking. Otherwise, I have trouble getting to a point where I truly understand how they think.
5) Embody.
Get on my feet and perform the lines in the space, allowing myself to settle into the character’s body and discover their mannerisms: how they walk, how they carry themselves, what speed and weight they move with, and how that all affects the way I deliver the lines, as well as the relationship between myself as the character and the space I perform within. Given my education so far, this step will likely always involve elements of Anne Bogart’s Viewpoints and the Laban Efforts: two systems of movement theory I have worked with extensively across my Acting course at UWTSD.


6) Run, run, run.
Perform scenes multiple times to test ideas and acting choices, discover new ones in the moment and refine my performance. This is ultimately what the rehearsal process is for: trying things out, keeping what works, leaving what doesn’t and bridging the gap between exploring a character in theory and making them presentable for an audience. It will also give me an opportunity to communicate with my director regarding their interpretation of the script.
7) Record.
Throughout the entire process, when an idea comes to mind, note it down. Easily my largest hurdle in acting is how scattered my thoughts can be, so to ensure I am able to piece them together in a comprehensive way and reflect on them after the fact, it is important that I keep a record of what they are when they occur. In this way, while my acting choices will still involve spontaneity to some extent, I will at least be able to look back at the stepping stones and understand how I ended up with a given performance.
Inspired by the responses to my earlier questionnaire, I also thought of some steps that can be taken in my own time and space to prepare between rehearsals:
1) Research the show.
Look into prior productions, if any exist, to understand its history and the context within which it was written. From my own experience, especially during Oh What A Lovely War!, knowing information surrounding a play is vital to faithfully performing it.
2) Research the character.
Look into the original creator’s intent, their inspiration for writing the character the way they did and any prior performances to better understand the character and gain inspiration for my own iteration of them. In addition, consider the character’s function within the story: their role as a narrative device and how they affect the plot.
3) Research as needed.
Build a general foundation of knowledge surrounding everything related to the show, the character and the events therein. Approach the performance from an informed position to ensure everything depicted is done so with care and sensitivity.
4) Rehearse independently.
Learn my lines, keep the work fresh in my mind and think of new ideas to bring into the room; make sure I’m still working in my own time to get the most out of the rehearsal process.
This method, while nothing groundbreaking when it comes to the individual ideas contained within, will no doubt be revolutionary when it comes to my own personal growth as an actor. The rehearsal process has always felt quite aimless to me, creating a dependency on my fellow actors and the director involved in a given show to guide me, and I was never able to solve this problem because I didn’t take the time to unpack why it was there to begin with. Using this project as an excuse to do exactly that has been both satisfying and enjoyable, and ending up with a solution as simple and easily-digestible as this has given me a great deal of confidence going into the future.


[bookmark: _Toc194843319]Conclusion
04/04/2025
When I started this project, I had a complicated relationship with acting: I enjoyed it, but I felt uncertain in my decisions and insecure in my ability to put together a compelling performance beyond a surface level. Over the past four months, I have worked hard to change that by learning more about the craft, picking the brains of peers and professionals alike and trying to improve my understanding of how I do what I do. While that insecurity is not entirely gone, I feel as though I have grown confident enough not to let it take over, as I now have a system to fall back on whenever I feel overwhelmed or unsure of myself. I’ve taken the time to explore what works for me and how to approach acting from an angle that sets me up for success and I’m incredibly proud of myself for that.
In addition, the various different activities I undertook throughout the project have instilled within me an appreciation for parts of the theatre industry I hadn’t considered myself enjoying before. Directing in particular was a shock to me: I’ve never been good at articulating my thoughts to other people, so I always felt as though I wouldn’t enjoy taking on a role so dependent on doing exactly that, but organising and running an acting workshop was both fun and fulfilling: I was genuinely passionate about directing the attendees and seeing what they did with the input I gave them.
Overall, this project has given me much to think about going forward. Not only have I achieved my goal of coming out a better actor than I was going in, I have found an interest in other potential career paths that I might explore in the future. No matter what I do next, I know the work I have done here will support me every step of the way.
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1. What is the first thing you do when exploring a new role/character?

After first reading the script through, I will read it again and focus on my four questions: what do others say about my character, what does my character say about others, what does my character say about themselves and any beliefs they hold. This helps build up a bigger picture of what the writer has intended for the character.

1. How does the space you rehearse/perform in influence your decisions regarding your character?

Space is very important to keep in mind, particularly whilst rehearsing because it affects everything from your volume level to your use of gesture. A smaller space may feel more intimate, but potentially also more claustrophobic, reducing the amount that your character moves and forcing you to interact more with other characters. From a practical point of view, as a wheelchair user, the space I am working in has a greater influence over my character decisions and blocking, compared to a non-disabled actor. For instance, if I am performing on a raked stage, it affects how quickly I can move or orient myself. It also means I must rely more on my fellow actors to keep me from sliding. 

When filming, the world has already been created for you, right down to the smallest details. This helps to give you more clues to your character and influences how you play them. You have a very short amount of time, compared to theatre, to explore your surroundings on set and decisions often must be made quickly. In this case, your character decisions are more informed by the script, rather than the surroundings.  

1. How do your scene partner/s influence your decisions regarding your character?

It is interesting how a change in actor and the choices they make for that character can affect how you play your own. You are reacting to different ways of speaking, different emphasis, different motivations, and you must respond accordingly, no matter what your initial impression is of your own character’s intentions. When I first performed in Don’t. Make. Tea. the actor I played opposite chose to perform his role with puppy dog enthusiasm, excitedly rushing from place to place and devotedly fawning over my character. This led to my character becoming very sexually and socially dominant, our characters often touching and holding onto each other. Conversely, during our second run, we had a change in actor, and he chose to play the part far more grounded and naturalistic. This meant our relationship became more grown up and equal, allowing us to have space from each other whilst on stage. 

1. How might you develop/discover a character’s physical mannerisms based on how they are written in the script?

I find it is important for physical mannerisms to come organically through the rehearsal process, rather than making it a key decision about your character. It can be obvious that a particular mannerism is ‘put on’, when it isn’t grounded in the character themselves. If a writer isn’t explicit in their description of a character displaying a certain trait, I like to use improvisation exercises and experimentation during rehearsals to discover and develop how they are physically. When on set, these insights often come directly from the script and from discussions with the director and/or your fellow actors before commencing filming. They seem to come more spontaneously as there isn’t the time for trial and error. 

1. How might you go about portraying a character whose experiences you do not relate to?

I think it is always possible to find a way into your character, no matter how unlike you they are. For example, a character I once played was very tricky for me to relate to, as Jude held views that were morally repugnant to me, and she was a very unlikeable person. Rather than trying to understand and share her beliefs, I focused on the part of her that I could understand, which was her unwavering love for her husband, Ralph. Jude’s love for Ralph was my way in and it helped to inform every part of the character, allowing me to understand her and her motivations better.

1. How important do you think emotional memory (Stanislavski method) is to accurately portraying a given character?

It is particularly important to understand your character and their motivations, and emotional memory can be instrumental to this. By relating to the character’s experiences, you are automatically empathising with them and putting yourself in their headspace. Whilst it is not completely necessary for character development, it helps me to ‘become’ the character and deliver a more intense and honest performance. 

1. What is your opinion on the effectiveness of method acting?

I believe it can be effective in creating powerful performances; however, consideration should always be paid to how this will affect the other actors you are working with. A cast is a team, and a cast cannot work well if one member is indulging in being disruptive. It is interesting to note that some actors seem to be more drawn to method acting when their character is at an extreme. It can lead to burn out and mental instability, as well as difficulty in distinguishing between yourself and the character. It cannot replace good acting and often misunderstands the key point of method acting, which is to draw on your own life experiences and inherent emotions. 

1. How might you use improvisation to rehearse a given role?

Once you are comfortable with the script and trust your fellow actors, it can be useful to improvise certain scenarios, such as: what if all the characters were thrown together at a house party? Whilst the characters may not interact in the play itself, you discover how your character would react to different stimuli, and this helps you to ground yourself in your character’s reality. Due to the unpredictable nature of improvisation, you never truly know what other actors will offer, which makes your own reactions more spontaneous and therefore more true. Unfortunately, there is not the time to do this when filming.

1. What is one thing an actor should avoid when trying to develop a given character?

It’s important to avoid having a set idea of your character before going into rehearsals. Characters, like humans, are fluid and ever changing, reacting to the stimuli around them. You can never truly know how a character will respond without first being in the room and working with other actors. This is obviously very different to film, where a character needs to be fleshed out before arriving on set. Your fellow actors will still aid you in the creation of your character by how they play their own role.

1. In your opinion, what is the best character you have played and why?

I think the best character I’ve played so far is Grace Mulberry in Queens of Mystery. On the surface, Grace is sweet and kind, everyone’s favourite person and someone who is very easy to be with. I based her personality on the then public perception of Holly Willoughby, someone you automatically want to be best friends and hang out with. Grace is far more complicated than this mask she shows to the world, however, and she is seething with well hidden, anger, resentment and past trauma. It’s this that makes her capable of killing two people and attempting to kill an entire hotel’s worth of guests by burning the building to the ground with everyone still inside. She was a very fun and multifaceted character to play, as I was essentially playing two separate people. 
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1. What is the first thing you do when exploring a new role/character?

Have a good couple of reads of the script first. If it's something that's already been produced, I'll go online to find as many resources as I can, and if I can find footage, even better. As a musical theatre actor myself, it's easier with cast recordings and pro shots being more readily available than ever. I'll use these resources to make sure my character is a perfect amalgamation of all the different casts that inspired me in different ways!

1. How does the space you rehearse/perform in influence your decisions regarding your character?

You want to make sure your rehearsal space is as similar to your performance space as possible to ensure you are rehearsing correctly. There's no point rehearsing in a cupboard if you are doing a performance in a large church space for example. The way you use your voice and physicality would be entirely different, so for a scenario like that I'd say very important.

1. How do your scene partner/s influence your decisions regarding your character?

Its always great to play off of another person. When you are cold reading a script, you may not always necessarily think of what the other character(s) are doing, but when they are right in front of you, it's so much easier to get into the scene and perform accordingly with their reactions in real time.

1. How might you develop/discover a character’s physical mannerisms based on how they are written in the script?

It depends! With physicality, this is something I'd want to develop first, before getting a script in, and this would be developed alongside the director and/or choreographer.

1. How might you go about portraying a character whose experiences you do not relate to?

A lot of research really! Most characters you'll do will have different experiences to yourself so this is where your true acting chops are tested. The Internet is very helpful for being able to research pretty much any sort of character you can think of!

1. How important do you think emotional memory (Stanislavski method) is to accurately portraying a given character?

I'd say it's more important in rehearsals. You'd use the method to reflect back on your own life, and by the time of actual performance, the emotion should be ingrained enough if the method was used correctly!

1. What is your opinion on the effectiveness of method acting?

Not for me, personally. Good mental health is important as an actor, and a method like this can bring a performer in to an unnecessary place of darkness. You don't need to traumatise yourself to play a traumatised character!

1. How might you use improvisation to rehearse a given role?

It can definitely help with development. In the moment, you can come out with something brilliant that can be used, and going off script, can give you a better idea of your character without the lines and direction handed to you.

1. What is one thing an actor should avoid when trying to develop a given character?

Just copying other people! Drawing inspiration is great, but you'll always want to make a character your own.

1. In your opinion, what is the best character you have played and why?

Best character I've played is probably Princeton in Avenue Q! Using a puppet is a big challenge but a lot of fun too. It definitely helped develop me as an actor, basically acting with two different faces on! That took a lot more rehearsal time and effort at home, but was so worth it.
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https://drive.google.com/file/d/1gsdiu7KRvP60nO_vl8uQOOb2lBqz1a6L/view?usp=drive_link
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