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CHAPTER |

Art vs. Science

The line between art and science is becoming more and more permeable as both
scientists and artists discover they both seek to analyze and understandetheesizum:
the human being. Psychology has become a general term used to identify many
endeavors that seek to understand the human mind (Gazzinga 27). Psychology seeks to
analyze the human mind scientifically while the performer seeks tgzandle human
mind artistically. A theory of the two disciplines, intertwining conceptsadh art and
science, could yield valuable insight into how the artistic mind functions.
Any theory of subjectivity is built, ultimately, on metaphors, a foundation less
substantial than shifting sands. To seek an ontology of being, to get to something
essential, is to be faced with a vast and unending silence—a silence ase&omplet
as death, were it not for the intuition of something experienced. (Lutterbie 115)
While the model presented in this thesis seeks to get at something “esseistialth a
clear understanding of the subjective nature of the matter at hand; understanding the
psyche of the performing actor. Unpacking how the artistic mind functions coult affec

both actor training and provide insight into what may work best for an actor



learning a role. This thesis seeks to present a theory that identifiesatitgref the
performer from a scientific approach using cognitive psychological ptesas a
backdrop.

In the Spring of 2010 | attended the American College Theatre Festival in
Amarillo, Texas. At the festival | took part in a workshop entitled, “Psycholbgica
Centers.” Being very interesting in the convergence of psychology and hetas
eager ot hear psychological perspective on performance. Administered byma PhD i
Theatre, the workshop focused on the psychological nature of physicality andetharac
It was the very beginning of the workshop that reinforced my belief that masig arte
extremely resistant to the scientific study of performance. The poofgeshaps
unintentionally, began his demonstration by positioning the science of psychology as
subordinate to the world of theatre. | firmly believe science and art to exiduiity,
collaborative forces lending themselves more to dialogue than debate. Thdd?dalre
to psychology as rookie guesswork explaining, “Theatre has been around for thousands
of years, while psychology has been around a mere hundred.” He continued bygsmirkin
and cynically saying, in dialogue with himself, “Amateurs.”

Audiences are captivated by well-crafted performance. Comments suclhais, “T
actor really has it” or “That actor has it figured out” seem to permeiéitpuess of good
acting and performances that are done well. However, these types @ligatiens
begin to point towards subjectivity. Does an actor who has a successful performance
actually have some understanding of the human mind that a more novice actor neay fail

realize? The experience in Amarillo reaffirmed my desire to emiyristaudy the world



of acting from a psycho-scientific vantage to better understand what “ttassecreate

when they exist as another. It is the belief of this author that the morel aetite, that

is the more experienced and seasoned actor, possesses and utilizes a higher level of
cognitive functioning in regard to performance than that of the novice. How have some
actors found a way to develop “it”, or in this case, superior cognitive processetfe D
cognitive processes in fact differ from a more experienced actor to a noMEs2

guestions inspired the development of a model to understanding the acting experience
and are explored further through developed surveys and statistical analysis.

The gap between science and art seems to have been created out of fear. Itis the
experience of this author that when approached with a scientific approach tstan art
endeavor, most artists shun the thought. The scientific ability to define and analyze
seems foreign and frightening to many performing artists. A scientifioappmay also
over step an unspoken boundary in consideration of the creativity brought to the art.
Many actors, including myself, believe this creative aspect to be distimnd novel to
the craft. In fact, this author believes in the mantra of his first actingiatsty Kevin
Otos, who said, “the theatre is magic and blessed are those who create tbat rtagi
not the goal of this study to define the magic inherent in all artistic expnesSior is it
my intention of the to deny this magic exists. Actors are unequivocally unique human
beings, possessing the ability to truthfully embody another character peariag to
authentically live out new experience even in the midst of tremendous repettled, c
rehearsal. f%century acting theorist Denis Diderot said, “To hit the right mark once
[the actor] has practiced one thousand times” (19). This skitytiafully and

authentically exist as anothas, what inspires this research. This idea of automatic



action facilitated out of rehearsal also has parallels in psychology, asainoigh
everyday life appears to rely on some amount of psychological autopilot. My own
curiosity has spurred me to question what exactly allows the actor to so amally
convincingly portray another. It is important to note this author takes a very subjecti
view of the actor. This author believes the actor aims wholly and completely tutive
the life of another as truthfully and honestly as possible from well-cradssérch,
rehearsal, and thought. The actor becomes the character he is portrayiagsdentis
himself and acts on the impulses and desires dictated by his role.

How does an actor’'s mind allow him to exist as another? Why do actors
frequently have difficulty remembering the details of their performand&sat is
happening when an actor forgets his lines? Why is there difficulty legirgg a
character once the performance is over? Why is it beneficial foratisdot speak to
actors as if thegre their characters? How does this character reside and function in the
mind? These questions were founded out of my own curiosity, as an actor and as one
who studies psychology, to understand the novelty of the actor’s craft. These questions
have also been considered by minds like Constantine Stanislavski, perhaps the most
influential acting teacher, director, theorist, and philosopher, who wrote, ‘\owe
this really possible? (to induce the creative state). Are there altogetheeans or
methods of some kind, which would help us consciously and at will shift ourselves into a
creative state...” (2).

Stanislavski explored how an actor goes about creating a character wase |
intrigued to consider how one mighefine and analyze the psyche of the character,

created by an actor, and scientifically evaluate what is at play in the frtimel actor as



he performs. | also wondered, what sets one actor apart from another; inftskitisor
experiences that identifies the actor as superior or inferior in aftistryact, the

guestion arises, What makes an actor experienced? Through surveying and the
application of a model of the acting experience, experience arises ad afrbsth craft
and creativity. As part of this thesis | have developed such a model for undergtandi
how the actor’'s mind functions, as a manifestation of character from a gegniti
psychological perspective. This model identifies how the mind behaves in theecreati
state of performance. See figure 3.1-3.3 for illustrations of a dual process. €Fo bett
understand theses processes | have developed a model that may help ideniffy what
really going on in the performers mind. This model uses both the acting process and the
processes involved in cognitive functioning to define the artistic mind. For exah®le, t
exploratory phase of rehearsal in the acting experience in most directhaEhio the
cognitive process of encoding. Encoding is refers to the learning and pngoafssew
information. The second, more repetitious phase of the rehearsal process as the
production moves into technical and dress rehearsals, is comparable to the cognitive
process of storage as the encoded information is stored in the long term men®ry. Th
final phase in the acting experience is that of performance. Performanckdieatly

tie to the cognitive principle of retrieval as the encoded and stored information is
retrieved for use by the conscious working memory of the actor. The perfasese

these processes to develop a character or representation of charactadésairrdse
long-term memory. As the actor performs he draws from this representatomgiterm
memory and brings it into his conscious awareness or working memory. The degree to

which he can retrieve this character and the depth of the character developed will



analyzed forthcoming. It is the stance of this author, that there existsrelaionship
between the working memory and the long term memory of the actor that is
systematically and quantitatively different between the more expedenc expert, actor
when compared to the novice. The basis of this study is founded on my own experiences
as an actor, scholar, and thinker, as well as numerous surveys submitted by other
performers in cooperation with this research. The study bridges a gap pgystisdhave
struggled with between working memory and long term memory while simultageousl
investigating the mind of the actor through a cognitive psychological lense.

At this point in history we are closer than we have ever been to understanding and
unlocking the secrets of the mind. In her artibdéerplay: The Method and Potential of
a Cognitive Scientific Approach to Theatfany Cook, a prominent voice in the
convergence of science and theatre, writes, “In a move likely to provide the kaid of |
to the field that Turner and Freud once did, scholars are now seeking and finding answers
in the cognitive sciences” (Cook 579). Psychologists are uncovering, discovering, and
analyzing the functions of the human mind extensively. Therefore, using myeexeaer
in Amarillo as a springboard, | question why there appears to be so muchyhostilit
between art and science in present day academia. Recently | overheavdraation
between a Liberal Arts major and a Chemistry major in which the Chemmsijor, an
obvious friend, asked why his Liberal Arts peer was wasting his money studying
performance, “You don’t have to study to get up on stage and say some lines” he said.
Luckily | stayed long enough to hear the Art majors’ rebuttal. He remarkstlidy the
craft of creation, | don’t have to fill in numbers, letters, or formulas, for nre thao

solution to x except the one | create”. This notion of creation is a driving point of this



research as the aim is to better understand how the creative mind may function. Though
a formula does not exist to define the experience of a performer, perhaps a toahdati
knowledge of the creative inner workings of the human brain could help bring define
what is going on between the actor self and the character. Using cogsytti®logy as

a backdrop, relationships may be identified between the individual's mind and that of the
character living inside the actor.

Theatre scholars and artists alike should actively seek a better understanding
through scientific inquiry, of the human condition they work so tirelessly to recréate
understanding of the actor’s experience as a character could, perhaps, be foud throug
application of the scientific method to the artistic medium of acting and perfoana
Rhonda Blair, a pioneering voice in psychological studies on acting, believes ¢maesci
can lead to specific understanding of performance (Blair 18). | look to furtheloge
such an understanding through a cognitive approach to acting, applying the scientifi
method to the art of creating and unraveling how the human mind deals with character.
Amy Cook suggests language, in regard to performing, is less about communicating than
it is about being and experiencing. The function of this “state of being” and
“experience”, as Cook has stated, is the area of interest for my study ofdite matd.

Since antiquity individuals have questioned and investigated what it means tees@eri
embody, and exist in an altered state of consciousness. It is time to begstandieg

the implications performance studies can have on “feeling, fact and fiation cad
character” (Cook 589). The convergence of psychology and performance can no doubt

uncover some of these cross-discipline parallels.



Psychology has made great strides in understanding the cognitive furictien
human psyche. This research can be utilized to elaborate on what the actor experience
during performance. Like a human being existing as the self, the actor wias acts
character shares the same mind of the self and thus the same cognitive makeup of the
actor playing the role. For example, one of the novelties of acting is thg abpresent
an action as a first occurrence even after hours and hours of rehearsahelaateon is
repeated. The actor acts on impulse guided by extewsitkeon facilitating theight
impulses, impulses true to the character and in congruence with the stogy telli
Impulses have been studied extensively by scientists in ground breakingtresesad
at uncovering the secrets of the mind.

Scientists have been able to identify the parts of the brain that are at play in
human consciousness and thought impulse. For example, functional magnetic resonance
imaging (fMRI) scanners have actually isolated the lobes of the branatectiby certain
thoughts through their imaging abilities. These images document areas @lithe br
active duringconscioughought. The scientists using these technologies have identified
and documentethought;they have identified biologically what it means to be conscious,
acting on impulse and thinking in a present tense. The potential to identify a aharacte
existing in the consciousness, of an actor acting on impulse, may actually badakpre
plausible. When the idea of consciousness is presented in this thesis it is inaegard t
what is going on in the psyche of the actor. It is meant to address thewegrotesses
that occur in real time as the actor performs.

Psychology and the acting process already share similaritiestsghan many

instances, only by syntax. For example, the psychological model referred@d&s T



(Test, Operate, Test, Exit) describes a model of planning human behavior in much the
same way a director implores an actor to explore a character choice or blocking
suggestion. Using TOTE, humans plan behavior in the conscious mind by setting out to
formulate plans of action to accomplish a given task. Thus, a plan may consistralf seve
attempts incorporating testing and exiting and eventually leading to anseidore
accomplishing a task. In the same way the theatre uses these sameoggaihol
principles to understand, explore, experiment, and refine performance. Forenstanc
Rhonda Blair used cognitive psychological principles to explore psychological
approaches to acting in a productiorHafdda Gabbler.In this production Blair utilized
cognitive processes of perception to impact the movement and action of her actors.
Using these thought processes Blair observed her actors’ experienseangthened as
relationships became clearer through the body’s movement (Blair 16). Thefibey

actor was connected to the cognitive processes being acted on by charactatoiThe
was using what the body was doing to reinforce their representation of eharattadd

to the character representation in long-term memory.

The Whelan Tape method of rehearsal is also a defining performance technique
echoing success through the cognitive processes it fosters. In the Wheldiellape,
rehearsals in the beginning of the process center on the use of a tape recorder. The
actors select a scene, usually a beat in the script, and stand together antheexmade
with their voices. A ‘beat’ is the basic building block of a narrative. It is thlesha
unit of action you can break the script down into. Every shift in the play would thus be
considered a ‘beat shift. Then the actors put down their scripts and move to thg playin

space where they act out the scene without speaking their lines only usingenbaenh



their own energy. Then the actors return to the scripts and the tape recorder and tape the
scene again using any discoveries they have made. This process is repeated
approximately ten times. With each new recording comes a new task, with the enly rul
being actors cannot speak and you can never repeat the same action twicef theme
tasks include, adding a prop, switching lines (i.e. Character A would now act to t€harac
B’s lines), superimposing a locale (i.e. beach, classroom, etc.), or superimposing a
scenario. The final stage of the Whelan Tape Technique is making one finalnmgaordi
book (reading the script), then dropping the scripts and actually performing tiee sce
with spoken word. | was fortunate enough to witness a demonstration of the Whelan
Tape technique at a conference. | was amazed at what depth the actorsevere abl
obtain through their exploration of their characters. What was most amazitigevas
actors never had the script in their hand while they were acting and by thsecéna
when they were allowed to speak they did not need them. This technique illuminates the
power of cognitive thought and body working together to build strong connections for the
actor in terms of creating character. The technique requires you testanfir
cognitively process as you go, making sense of your own actions and making these
actions make sense to you. lItis a clear acting exercise rooted itiveogrocesses. In
the final stage of the technique the actor was not thinking, he was doing. The novelty of
the acting experience is in the ability of the actor to make conscious planned out
behaviors, later manifesting, as behavior the actor does not have to consciotsly exe
cognitive effort to recover. Consider the following dialogue:

A: | always find that | get upset when my mother talks to me like that.

B: You find it difficult?

10



A: Oh yes. | don’t know why — it's been going on a long time.
B: Can you give me an example of such a time, when it was difficult for you?
A: It's always the same thing. She rings me about something fairlyldsam

and then | tell her something; then she starts to tell me what | should do.

B: Can you describe such a time?

A: It's often late at night, when I'm tired. | don’t have the energy to fight
back.

B: Can you tell me about a particular time, perhaps something that happened
recently?

A: The sort of things she’ll say is: ‘Why don’t you ask Charlie to help?’ —
things like that — she undermines me all the time.
(Williams 251)

The preceding dialogue is attributed to the conversation occurring betweerh@afpsyc
and his patient. The B character seems to be imploring the A character to fimdsansw
and make discoveries about their own life circumstances. B seems to be coumnskling a
investigating and actively searching out the answers to the chargdigin's Note how
this same dialogue could easily be attributed to a director coachingpan ake B
character (director) talks to A (actor) to really get the actor inwithethe character’s
given circumstance, or the history of the character. The director wiamdstor to have
a rich history for the character full of concentrated and calculated manamde
experience.

It is of interest to note: when | randomly asked actors to read this excerpt and then

asked psychology and social science majors to read it | received quite opposite

11



responses. As expected, the actors most easily identified the dialoguectisgan a
exercise or coaching session while the social science minds all ielenitié interaction
as possessing a counseling or therapy interaction. The similaritydmetiaeinteraction
of a director/actor and psychiatrist/patient is all too similar and itt appleat a
conversation that investigates the human mind has both artistic and scientifiorfsincti
The two circumstances actually lend themselves to be solved or mediated mé¢he sa
manner. This is not a surprise because the artistic and psychological gdhts same,
understanding the human being. A director explores the psyche of the chardcthe wit
actor much the same way a psychiatrist investigates the inner workings qfatent’s
thoughts and feelings.

Science and art have long been positioned as nemeses. An amalgam of the two
disciplines can yield results setting the two as beneficiaries; immyavie another
through integration. Cognitive psychologists now have a foundational knowledge of the
human mind and its function. Likewise, theatre artists have developed techniques for
performance that have lasted generations. Applying the cognitive functidres of t
human mind with the artist’s ability to create allows one to identify how the rmuamrad
might behave in this moment of inspiration. Understanding the creative mind of the actor
could mutually benefit both psychology and performance. Psychologists could render
better techniques through treatment like Drama Therapy, which seekd fuatreats
with a variety of mental afflictions through theatrical and dramatic megastLikewise,
actors, directors, and dramatists could have a better understanding of how the human
mind actually creates and develops techniques and exercises benefitimmeesfand

their development of character. A psycho-scientific perspective on performarefgsoe

12



the art of performing by solidifying the actors’ ability to creatgimanot, as some

skeptics claim, dismantle it.

Purpose of Study

Surveys have been developed for this research to try and illuminate a relptionshi
between the professionalism of acting and how that professionalism relétesctaft of
acting and the awareness of the actor in performance. The purpose of this siowdi
at identifying and analyzing the duality that exists in an actor’s mind as e
performs and how this sense of awareness differs with expertise. Rese&ballice
and Norman have identified a “unique brain circuitry for the production of willed,
reflective, or conscious behavior as compared to automatic, reflexive, or nomasnsc
behavior (Raichle 137). Shallice and Norman have described two separatessyste
functioning independently of one another. In my study | aim to combine these two
systems. The actor works in rehearsal, making conscious decisions, withi¢hmgon
of retrieving these choices in the future with no retrospection, simply existthg role
and allowing previous experience to permeate his psyche. According to Stuadlice
Norman, the actor has willed a conscious behawitwecomeéautomatic and non-
conscious.” This thesis seeks to define how the actor’s creative mind migiatiacil
these automatic and non-conscious cognitive processes by presenting a thelatailsat
the relationship between the creative process of the actor and the cogoitessprf the
human mind.

This thesis aims to scientifically define what creativity looks likéhie art form
of acting by yielding quantitative measures of awareness and craft arttidyorelate to

expertise. However, many might argue, “What is to gain by this study?” loat'W
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relevance or impact does this have on acting and psychology?” The furtiyeatiote of
psychology into acting could unquestionably lead to potential cognitive psychological
treatment in the form of counseling practices and management of mentdiahsts.

For example, in the study outlined in this essay we expect for experts to have a more
difficult time releasing their character than a novice. This is becaesxfert has
created a schema or propositional network far richer than the novice andréhbesfo
created more cues for retrieval of this long-term representation int@thiee
consciousness. A schema or propositioal network refers to the organization of
consciousness or thoughts. A schema is organized in a hierarchy with a broad item
containing smaller items. Perhaps a schema could best be described aritive cog
processes defining the self. The expert may have difficulty ridding hisioassess of
this character more than the novice because of the rich schema he has cisdtadjet
for him to stop pulling from this detailed character representation. This maylead t
bleed over or inability to release to role. This may explain why many forctasasay
they turned away from performance because they were being too Gffe¢tey found
themselves unable to “let go” of the role.

In psychology, the expert is most often compared to the novice to demonstrate
the key or most strident differences between the two subject groups. By cantbar
most experienced groups to the least experienced group, identifiers can be found tha
define what it means to be an expert or novice within a certain grouping. ldestiiérs
as creativity, craft, and awareness could define what characteaigicommon to the
expert and perhaps uncommon to the novice. This circumstance of being unable to let go

of a character could benefit from further study and lead to treatment oisesdrcaid
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actors or patients in ridding these thoughts from consciousness. Treatments could
potentially rely on the intense character investigation a director toilsgihnweith a cast.

It could also provide more evidence to define and evaluate human cognitive capacity
Perhaps utilizing actors who play multiple roles in a production would allow one to better
understand the limitations, or lack thereof, of the human mind’s ability to cognitively
process. The possibilities, like the human mind, appear to be vast and endless.

The benefit of a scientific approach to acting is the impact it could have on actor
training. If it is possible to identify categories in which experts exal@vices are
limited in, then perhaps it would be possible to identify just where the novice’s ability i
lacking and more accurately identify where the actor needs to improve hisavatie
Another reason this research route is worthwhile is personal. It reaffirregpayience
as an actor. It reinforces my belief that if | put in the hard work on myatealacan
rely on my body, fostered by my mind, to live out the character in performance without
self-reflection. It reaffirms my belief in the “magic” of theatre amel novel ability of
the actor. It also has the potential to set a bar for what it means to bess&uaor,
creating a character of truth and artistic integrity. The study couwdralestigate the
anomaly of “going up” or forgetting a line during performance. | hypotbdkis occurs
more in novices as opposed to experts because the depth of schema development
permeating the consciousness of the expert is far more defined than that of tee novic
Therefore, the novice is more susceptible to both decay (reduction), or loss, of the
information being encoded into long-term memory. This is because of a lacktdbcraf
encode richly, or store information in an efficient manner. Interferencenwething that

causes the individual to be unable to recall, would be more prominent with the novice as

15



they do not have cues or schematic information to deal with these situationsaveey
not created them.

Cognitive capacity in novices may be less than the expert. Cognitive capacity
refers to the attentional capacity an individual has in their working memory. ®egnit
capacity is diminished when mental effort increases. If the novice actorésaware of
himself than the expert then he will have more interference present in hisocsnsss
limiting his cognitive capacity. A human being cannot consciously think about every
experience. As | type these words | do not consciously make the decision to “think
about” typing the letter “R” in “letter.” Something is occurring beforehallowing me
to just type my thoughts without thinking about my fingers. The mind has a process
where by it can efficiently allow me to type quickly without reflecting verg
keystroke. Likewise, well rehearsed routines and character developactia k type of
“automatic processing”. In an by Chun Siong Soon, a researcher who currently studies
automated responses, it was discovered decisions are not available to the cossciousne
until after up to 10 seconds. “This delay presumably reflects the operation ofoaknetw
of high-level control areas that begin to prepare an upcoming decision long before it
enters awareness” (Soon 543). It is plausible our minds can anticipate behtnoat w
having to inwardly reflect to produce an action. Then is could presumably be plausible
than an actor possesses the ability to create another level of awarehesa@miory to
function independently of the self. Through a better understanding of the actor’'s mind
and ability to create character, both the performing arts and scientifimanities can
collaborate to better understand how the creative mind works. | hope to engage both the

scientific and artistic communities in delving into a deeper understanding of the human

16



brain’s unique and perhaps limitless capabilities to function on different levels of

conscious awareness.
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CHAPTER Il

REVIEW OF LITERATURE

Introduction

Psychology and theatre have shared and borrowed from one another for centuries.
Theatre minds have been inspired by the writing of psychological minds sugimangli
Freud and dramatists such as Denis Diderot wrote in a very psychologicpiigdns
manner. It makes sense to begin with the minds that shaped western actinggaancti
theology that also exhibit a strong impact from the psychology of the time. Both
theorized in a very psychological manner. The work of Denis Diderot and Constantine
Stanislavski both embody these qualities as they both contributed extensively to
theorizing and created practical applications for the craft of acting.rddid@s a bright
thinker, critic, and artist whose arguments begin to define, as early &&"tBentury,
what it means to be a successful actor. Likewise, no other single persoaveay h
impacted the modern actor more than Stanislavski. Stanislavski, with a strongdeflue
from the development of a new science called psychology, took a very psychological
approach to how an actor creates a character. In his texts Stanislasieekow

psychology, creativity, and performance affect one another and the humaiemcger
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The second portion will focus primarily on the writings of Alan Baddeley. Bagdsgla
renowned psychologist who pioneered the concept of working memory. In his text,
Working MemoryBaddeley seeks to identify and explain how and why our mind
processes stimuli from the environment in the manner in which it does. He suggests both
theoretical and physical means for interpreting just how the human mind sioedeg,
and retrieves information. These concepts focus on the experiences of human beings
recollection and storing of memory. The function of the working memory is ap@icabl
to the study in that it directly relates to how an actor might retrieve infmmancoded
for a character.

The literature review will conclude with in-depth discussion of currentdfrén
both the cognitive sciences and the theatre world’s recent fascination with the
combination of both science and art in the form of cognitive studies. In this portion both
theories and scientific studies will be discussed as they pertain to tiee afatt

consciousness and acting.

Impacts of the Past
In his essayThe Paradox of Actind)enis Diderot makes a profound observation.
Most simply Diderot’s paradox, and main observation, makes the most sense halfway
through the essay when he says, “A great actor is everything and nothing. Reshaps
just because he is nothing that he is before all everything. His own speciahshape
interferes with the shape he assumes” (41). To be more specific, the paratothpbd
an actor is to be successful with an audience, make them feel, create aaredf@cove

them, and then he himself must remain unmoved. It is a paradox in that the performer is
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actively seeking to provide the audience with an authentically viscepalings while not
allowing himself to actively try to create such an effect. So how does thegattbis
response? Diderot argues it is through a developed artistic technique this response i
earned. It is not, according to Diderot, through Nature. For example, natualjistic
person may not cry when something extreme occurs to him or her. However, on
recounting the experience a tear might fall. Therefore, though an actortandsis
given circumstance as extreme, bringing forth tears is not the goal bat#uwesevery
moment it is not the experience of crying that leads to tears, but the caogest
experienced that may evoke them. Thus Diderot is correct in making the assumption
“people come to [the theatre] not to see tears, but to hear speeches that draw tear
because this truth of nature is out of tune with the truth of conventions. You cannot
imitate nature” (69). Here Diderot illuminates the speech as the devieedking tears
and not the act of actually working to bring oneself to cry. These moments efiearn
truth are won through artistic work added to the words provided by the playwright.
According to Diderot, words are simply words. It is all of the additional details
and circumstances the actor brings to the table that make him or her a good laistes. T
the novelty of the human being, because every actor, like every human being, is different
There are countless possibilities for creativity. Diderot states,
And how can a part be played in the same way by two different actors when, even
with the clearest, most concise, the most forceful of writers, words are Bp mor
and can never be more, than symbols, indicating a thought, an feeling, or an idea,;
symbols which need action, gesture, intonation, expression, and a whole context

of circumstance, to give them their full significance? (14)
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Here Diderot positions the actor as artist, responsible for making decisions t
support the words given him. It is the detail the actor adds through voice and movement
that makes the wordeeansomething. Diderot classifies an actor as a

disciple of Nature, then the first time he comes on the stage as [a character]
faithful copying of himself and the effects he has arrived at, and constantly
observing human nature, will so prevails that his acting, far from losing in force,
with gather strength with the new observations he will make from timméo ti

He will increase or moderate his effects, and you will be more and moredblease

with him. If he is himself while he is playing, how is he to stop being himself?

(15)
This quotation paints a portrait of an actor as a sponge, habitually observimgdiste
and reacting to his surroundings. Diderot would argue the artistry involvecemnigtto
a fellow actor and reacting naturally far surpasses the actor who maygifnotion.
Playing an emotion is a trap because there is no consistency. He juxtaposes thiis ty
actor against what he fashions as the ideal actor. This actor “ plays from thaoghts, f
study of human nature, from constant imitation of some ideal type, from imaginat
from memory, will be one and the same at all performances, will be alwhigslast
mark,” this type of actor has thought about every aspect of his performance and
“arranged the whole thing in his head” (15). A good actor has painstakinglgemtsi
every aspect of his performance so he can act without having to think. Diderot considers
what, actors today might consider “being in the moment” when he considers what a more
experienced actor might do to succeed. “Let a consummate actor leave off flagin

his head, let him forget himself, let his heart be involved, let sensibility golsseslet
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him give himself up to it . . . He will intoxicate us.” (67). Here Diderot commentseon t
naturalistic existence an experienced actor portrays. An experienoesvéiahot make
commentary on his performance whilst he performs. Instead, he “forgets’iframde
“gives himself up” to the work he has undergone creating a character.

Diderot finds no problem in classifying acting as good or bad. So what makes
goodacting? Diderot jokingly says a good actor is one who, using the words from the
author, “fools you thoroughly” (33). However, he also asks a similar question when he
considers,

What, then, is the true talent? That of knowing well the outward symptoms of the

soul we borrow, of addressing ourselves to the sensations of those who hear and

see us, of deceiving them by the imitation of these symptoms, by an imitation
which aggrandizes everything in their imagination, and which becomes the

measure of their judgment. (53)

Here Diderot references the experienced actor’s ability to embody thardwgxpression

of the circumstance of another. The actor does this to the benefit of the audience’s
pleasure. According to Diderot, good acting is truthful acting. Specyficaltiefines it

as “ the conforming of action, diction, face, voice, movement, and gesture, to an ideal
type invented by the poet, and frequently enhanced by the player” (23). The dctor tha
best creates and produces, after the best conceived circumstances, thesesmnigsas

the greatest actor (53). These choices are a matter of decision makarg ®dased on

the judgment of the actor. Diderot contrasts Judgment (artistry) against Bgnsibi
(emotion). He claims that indeed artistry is better than natural sensilbil uses the

metaphor of beauty to describe the difference between artistry and natsrhilisg
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For all intents and purposes a supermodel could be described as beautiful. A natural
sensibility might point towards her thin figure or symmetrical face astiree of

beauty. However, what Diderot is getting at is the beauty in artistry ndsaeite

physical beauty. He suggests considering the beauty of a painting. Though nisateve
featured in the painting may or may not be beautiful in the natural sense of the word, the
art that comprises the work can be intrinsically beautiful.

Diderot aimed to identify what it looked like to be a “good” actor. Constantine
Stanislavski took it further. Stanislavski detailed what it meant to createea person.
Through his three tex#sn Actor PreparesBuilding a CharacterandCreating a Role,
Stanislavski gave actors a blueprint for creating a motivated real hunmanfizen their
own creative process. In the 1920s the Encyclopedia Britannica approached\&tanisla
for a written summation of his system of acting. Though Stanislavski did \wréssay
for the Britannica it never appeared in the periodical. However, the essdly is sti
available, translated from Russian. In the esSaycerning the Art of Acting and
Directing, Stanislavski summarizes his understanding, teaching, and theory of acting.

The first part of the essay focuses on how the actor transforms into a aharacte
The actor must first do the homework required to be able to find the character or as
Stanislavski writes, “the creative work of the actor is begun with a desgppion of the
drama” (1). During this first stage the actor finds the through line of hiactkaas he
“strives for the most exact and profound understanding possible of the spirit and intention
of the dramatist” (2). It is in the discovery of this intention the actor dissdav to

live with and operates as another character. As the actor begins to undéestand t
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character created by the playwright it then becomes the actor’s responisiliteate a
character.

Creating this character, or role, is based on the artistic ability ottbe arhis
ability to create became the foundational focus of Stanislavski's systemdeEhan
actor could create a state of consciousness in which he honestly reacts, speakstsand e
is what Stanislavski considers when he writes, “However, is this really pgasibl
induce the creative state). Are there altogether no means or methods of rsdmenlch
would help us consciously and at will shift ourselves into a creative state...’'n{2). T
guestion is what spurred him to create a system of acting whereby ancattiocraft a
character with artistic skill or, as Stanislavski phrases, should it not bebjgossmaster
a method” (2). The idea of a “method” to performance was somewhat novel atdhe tim
However, it now shapes modern techniques, theories, and teaching of acting and
performance.

The question Stanislavski appears to be asking is in regard to the consciousness of
the actor and how it relates to the experiences of preparing a given roleitéte
“These questions launched me on my search for a means of inner technique, i.e. a way
which would lead from the consciousness to the unconscious, into that realm from which
flows nine-tenths of any genuine creative process” (2). We see angefdrere to
psychological terms of consciousness even in the midst of an artists’ peespéct
performance. At this point the idea of attention is also presented. Stanislateski wr
there are many things they may draw an actor away from focusing on tasteha A
more experienced actor will have developed good habits that allow him to ceeatenhi

circle of attention and only subconsciously focus on the happenings outside of tais circ
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(3). Maintaining a tight focus on character is in its very essence a psyichbgrcise.
The actor must psychologically be able to give himself up to the conscious dehisions
has made in rehearsal, allowing them to manifest during performance and aimggntr
on this psychological creation. He writes, “stage creativity during tlseptation of a
role, as during repeated performance of it, demands total concentration dicllee w
physical and spiritual nature of the actor, and the participation of all hiscphgsd
psychic faculties” (3) From this notion of creativity the essay moves intefa bri
discussion of imagination.
According to Stanislavski the way towards mastering the feelings of he®le
“through the activity of the imagination, which yields influence of our conscicssoea
very great extent” (4). In regard to creativity and imagination, he sangaecan rely on
such psychological processes to stir our imagination and spur movement and action. He
writes:
This is why creative fantasy is a fundamental, most necessary tatbptasftor.
Without a powerfully developed, lively fantasy it is impossible to be creative, or
to rely on instinct or intuition, unsupported by internal technique. In this way a
whole world which has slept in the soul of the artists is aroused; sometimes it has

been deeply submerged in the realm of unconscious images and feelings. (4)

Here Stanislavski is clearly painting an artistic picture againstiedbap of
psychological science. He begins to identify a process whereby art, inrtheffacting,
is created. He is creating a system in which the actor’s mind is viewedexhd us

psychologically to create artistically.
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In the last section of his essay, Stanislavski attempts to identify actual
implications of this type of approach to performance. He begins by identifyjagadox
similar to Denis Diderot's. He writes about the duality of an actor’s ptteon
“truthfully exists as another”. He writes (as if he were thinking as tam)ac| know
that everything about me on the stage is a crude counterfeit of actualifg/seis But if
all this were true, this is how | would regard such an appearance, this is how | would
act...” (5). By asking these questions the actor is forced to live out the exqeehie or
she was forced to question. He gives in to the fictitious other he has createdstsd exi
not on his own actions but the actions and will created out of the creation of a role.
“However, in giving himself up to this, the actor may involuntarily change title lroth
in his construction of its fiction, and in the connections he makes with experience. His
fiction may seem illogical, improbable, and then it presents (our) believing(B)m”
Stanislavski is providing an example of the ability to create art in the foenclodracter,

a truthfully believable character. In reference to this notion of truth hesafti..the
actor should tirelessly develop in himself the feeling of truth (or sense of, tdtich

will control all of his psychic and corporal activity, during creative work and duhieg
execution of a role” (5). Again, Stanislavski mentions the psychology of the a¢har i
same breath he mentions the truthfulness of the actor’s performance. The refations
between the psychology of the character and artistry seem intenselgnniected.

The last part of the essay is spent digging deeper into the psychologasbhee
the character that need to be addressed by the actor. First, the actor must ¢oastruc
role, thinking about it, researching it, and rehearsing it, then he embodies the rade he ha

created (6). In these final paragraphs Stanislavski begins to giveisgdtediow an
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actor might psychologically prepare a role. He suggests creatingediftasks or goals

to pursue “through action(s)”. He also believes every actor should have a tatal g

and “psychological analysis broken down in to still more tasks” (6). It is through the

facets that Stanislavski refers to work. The actor goes through the work ofdtieecre

process so this creativity begins to possess and excite the actor and s)anifestrdly,

as character (7). Through his system Stanislavski details a methodologgatong a

role based firmly in psychological principles of memory, creativity, angjimagion.

The importance of psychology to acting and Stanislavski can, perhaps, be seen towards

the end of the essay when he writes,
On the contrary, each performance demands from the actor a creative state, i.e
all of them participate with psychic energy, since only under these condiéions c
they occur in each of them, as in any living being; and infecting one another by
their feelings, they transmit to the audience the invisible and inexpreseftale
constitutes the spiritual content of the drama. In this is indeed the essence of
scenic art. (8)

Here the creative state and the psychological state are mentionedeimta@we cannot

be present without the other and they participate in the consciousness of the adtor as

Here Stanislavski has presented a systematic approach to acting mospatlyd by

psychology and the artistic process. The psychological aspects of theasnsss of

the actor as a human being will be explored in this study to better understand ithe inne

workings of the human psyche and how they might relate to performance.

Current Trends

27



In his textbook titledCognition: Theories and ApplicationStephen Reed breaks
Cognition into three parts; Information-Processing Stages, Repriseraad
Organization of Knowledge, and Complex Cognitive Skills. Of particular iritareghe
chapters on organization, expertise, and creativity as these most appertaiesedhehr
at hand. Reed approaches cognitive psychology from a general perspective. Hs believe
that understanding cognitive psychology is valuable to every human being ifitystabi
explain and understand even the most ordinary of tasks. While his text covers a wide
range of topics, the aforementioned areas will be the focus in this work.

Reed cites Eleanor Rosch as a researcher that explored the hierdiesteglie
be involved in the organization of memory. She argued that there is a hierarchical
organization of categories when it came to memory encoding and storage. The
superordinate category is the largest and would contain an item such eal musi
instruments. Next, the basic-level category would contain an item such as.a drum
Finally, the subordinate category could contain an item such as a bass drum (186). The
organization of encoded items in the memory makes sense from a practical standpoint
For example, “because basic-level categories are the most diffexdrit@n one
another, they are therefore the first categories we learn and most impmitarguage”
(186). It is important for the human to be able to categorize these items tongarn a
develop. The presence of a hierarchy organization has been explored in studies where
people were asked to list different characteristics of objects atettffiavels of the
hierarchy. According to Reed, subjects listed attributes of all threeedtitfer

organizational levels. The results were noted as follows:
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The experimenters analyzed the data by identifying the attributes tydé pe
seemed to agree were associated with a specified category. The nunhiaeedf s
attributes increases from the superordinate to the subordinate level. The member
of a superordinate category has very few attributes compared with thbee a
basic level. (187)
These results point toward a hierarchy organization of items encoded into the human
memory. The human has far more ways to describe an animal than they might have
describing a tiger. In yet another example, it is easier for a human belisgjnguish a
sock from a shoe, than to differentiate a tennis shoe from a basketball shoe. The mind i
organized in an efficiently complex manner that allows one to store massive ambunt
data while simultaneously pulling out specific items. The ability to redrilbgse specific
items is based on a developing sense of expertise.
Reed notes that skills in processing are developed through learning. Knowledge of
previously experienced stimuli directly affects human performance. réiogpto Reed,
prior knowledge affects performance on reasoning, evaluating, andytfagsHe
writes, “Prior knowledge also influences how people solve more complex transérma
problems, which require constructing a sequence of steps to solve the problem” (335).
Through experience one can learn to become more efficient with encodisgaieim
retrieving them. Reed points to the ability to develop “general strategasiltbw one
to use previous knowledge and experience to attempt to craft a solution. Though the
strategy may fail, the generalized construction of it allows the individuattmstruct
with great success, developing a sense of expertise. Reed believesegpdrtis

creativity are intricately connected. He writes:
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Expertise implies that people are good problem solvers in their areas dfssxper
but doesn’t necessarily imply that they are creative. We think of creativeeprobl
solvers as being better than simply good problem solvers. Creativity irtiies
the solutions are not only correct but also novel and useful. We might even hold a
special reverence for creative solutions, believing that they are prodpeed b
mysterious process that requires the ability of a genius to produce them. (341)
Even though creativity may be thought a revered trait, Reed points towards agnéler
creativity as a cognitive process of experience or expertise. e$eaciiook by Weisberg
calledCreativity: Beyond the Myth of Genijus his efforts to position creativity as a
cognitive process. Weisberg argues that although creativity can s@sejopear
“extraordinary”, that most often it is a result of a “lifetime of hard woRké¢d 341).
Reed uses the text to make a point about expertise and creativity. He is poindirdgtow
the notion that one may build creativity through life experience and cognitive
development. As the thought process develops, so too may the creative process. He
writes, “Ordinary thinking goes beyond past achievements, but it does so by slowly
accumulating new pieces of information. There are not sudden leaps or unconscious
illuminations” (342). Therefore, expertise and creativity are relatedeoway in which
they function in tandem. With an increase in life experience and cognitiveodmeit,
creativity can render itself as a byproduct of an increase in expertiseevier important
the interplay between these two concepts and the consideration of the organization of
memory is, it is important to have a basis of how the human memory actually functions.
In Essentials of Human Memorlan Baddeley provides a wide angle view of

the concept of memory. In this textbook Baddeley outlines the composition of memory,
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its functions, development, downside, and even how one might improve memory. In
general, Baddeley’'s framework of memory and the manner in which it funcsiohshe
most important in regard to the research at hand. Baddeley first mentionsrkhe w
Atkinson and Shiffrin did on developing a model of the human memory system. In this
model they assumed three distinct types of memory; sensory memory, simort-ter
memory, and long-term memory.

Sensory memory is concerned with the absolute immediate present and is
comprised of the visual and iconic memory. This aspect of memory is short lived, and
many times considered an unconscious aspect of memory. Baddeley considers the
experience after a bright flash, the light still persists in the eyeadtathe stimulus has
vacated which suggests some time of memory for the occurrence (12). The visual
memory is concerned with what the eye perceives and the iconic, the more dtithble
two, is concerned with auditory influences. Baddeley sees sensory mesvaonyadter of
perception and chooses not to focus attention on further investigation. Instead he focuses
on the relationship between the short-term, or working memory, and long term memory.

The working memory system will be discussed more thoroughly below in the
discussion of Baddeley's te¥¥orking Memory However, in the text at hand Baddeley
goes to great length to describe the relationship between working memory aterhong
memory. According to Baddeley, working memory acts @srgporarystorage while
long term memory is memory stored for long period of time. This does not mean the
long term memory is always accessible, only that items coded there do not have to be
maintained like they do through working memory with processes such as rehearsal

Baddeley refers to long term memory as, “information that is stored satficidurably
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to be accessible over a period of anything more than a few seconds” (16). Long term
memory is then broken down further into two distinct types. Episodic long-term
memory, is concerned with specific occurrences, and semantic long-teroryriem
concerned with knowledge about the world. It is through these two facets of tong-te
memory that one stores most of the protocol for everyday life. For examgles paper

is being typed | have some type of encoding in long term memory that allovestype t
quite quickly without considering where each key is located on the board. As | type thi
the representation of the keyboard is pulled into my working memory for use. This is
what Baddeley refers to as retrieval and will be discussed more in depthcaadapt of
working memory is more thoroughly explored.

Alan Baddeley explores how the human mind functions in real time in his text,
Working Memory This text is important to the research at hand because of how deeply it
explores the inner workings of the mind and its functions in a real time sensé.oPart
the text focuses on the concept and general functions of working memory and iethus t
most applicable to this research. Working memory is, what Baddeley tefss
“temporary storage involved in information processing” (34). Thus, working memory is
the conscious process that occurs in present tense. During the 1970s and 1980s cognitive
perspectives in psychology began to shift towards levels of processing. Forexampl
Baddeley cites Craik and Lockhart’s research presenting a hypatfhiésw our short
term (working memory) may function. Craik and Lockhart suggested thadurability
of a memory trace was dependent on the manner in which the stimulus was coded” (35).
This depth of coding is indicative of a level of processing approach in which the level in

which the trace is encoded is paralleled in the retention of said trace. Tégerefor

32



according to Craik and Lockhart, shallow encoding will lead to rapid forgettnilg w
deeper coding leads to the most durable coding (35). The manner in which the human
being goes about learning new information is tied in completely and wholly with the
individuals’ ability to retrieve and use such information. The more enriched the
information traces are coded, the easier they are to utilize and recall.

Baddeley’s book seeks to establish two main points about working memory.
First, working memory is limited in capacity. Secondly, the system istaffdxy the
addition or subtraction of more information. Baddeley writes,

| would wish to argue that the system should be limited in capacity, and should

operate across a range of tasks involving different processing codes arehdiff

input modalities...First that the capacity of the system is limited, and sgcondl|

that absorbing a substantial amount of the available processing capacity should

have broadly comparable effects across a range of different tasks. (35).

Here Baddeley positions working memory as a system of inputs and outputs. The system
can deteriorate as information is added to working memory. This is how Baddeley
chooses to evaluate working memory, from a standpoint of capacity and detariorati

He and his colleagues do many experiments using number sequences and primary and
secondary tasks to test the deterioration rate of information processed vatkingv

memory. The aim of the research at hand is centered on the function of this working
memory established by Baddeley. Therefore, the most important sectiorddeld3és

work center around the functioning components he has supplied in regard to his Working

Memory Concept. These components focus on the retrieval processing aspectrd worki
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memory, or how it is human beings process information in real time. Baddeley’s
experiments “were consistent in suggesting that both learning and retie\attention
demanding, with retrieval apparently demanding more attention than lea(d#)g"This
resulting information provides insight into the occurrence that learning does not
inherently mean one can retrieve the knowledge. As Baddeley further undbeers
degree to which the information is encoded is directly related to the ease ohtetrie
According to Baddeley, “retrieval probably involves two separate processes)oees
to involve automatic access to the relevant memory trace given the apgrepnatius
cues” (51). This aspect of memory retrieval will be important to the study delvee
into creating seemingly automatic responses.
At this point in the text Baddeley does two things. First, he positions the human
memory in a hierarchy. The basis of this categorization of memory intodhgra
based on evidence human beings arrange their own memory traces through ha¢rarchic
categorization. Baddeley cites the research of Collins and Quillian who usereger
aimed at identifying a hierarchical effect of memory.
It was suggested that features that apply to most examples of a category, fo
example that birds have wings, are stored with that category rather thazawiit
individual instance. This was assumed to lead to economy in storage space, but to
have cost in retrieval time. Verifying that canary has wings for exampblves
two steps, verifying that canary is a bird and then verifying that birds hags.w
In contrast, a statement about canaries that is peculiar to canariesmme
Canaries are yellowyas said to involve fewer steps and hence, to lead to faster

responding. (56)
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Their research pointed towards a hierarchy organization of general concegtsaiddws
the human memory to more strategically and economically store inform&@pnThis
type of organization allows humans to organize birds, fish, and trees into a category li
‘living things’ without having to store individual memory traces. This is bothieffic

and in support of the manner in which Baddeley positions the function of working
memory.

The second aspect of Baddeley’s research focuses on the construction of working
memory. Baddeley breaks working memory down into three components; the
articulatory loop, the visuo-spatial sketchpad, and the central executive. thileese
systems work in congruence with one another processing information in an actively
working manner. According to his model the central executive acts a “supgrvisor
controlling system” that is “aided by two slaves systems, one which waslgpetior
processing language material, #ticulatory Loopand the other concerned with visuo-
spatial memory, th¥isuo-Spatial Scratch Pad or Sketch P4@d1). Baddeley does
mention most of his attention is paid towards the slaves systems rather thantithle c
executive. This is because the slave systems offer a better foundatianallf@tion
while the central executive “could be regarded as the residual areas ahigmabout
working memory which we are consistently attempting to reduce” (71). Dherd¢he
articulatory loop and the visuo-spatial sketchpad will be the focus of furtheratieal of
Baddeley’s text.

The articulatory loop is one of the slave systems, presented by Baddeley, as
means of delegating and storing memory in a way in which the human make economical

sense of storage needs. This facet or working memory focuses on coding information
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that is speech-based. Baddeley cites research by Conrad that provides evitlence of
importance of phonological coding. Conrad studied recall by providing subjects with
sequences to memoaorize:

He observed that when a given letter was misrecalled, the error tended to be

phonologically similar to the correct item, for examBleould be more likely to

recalled a® than asR. Since the letter sequences were presented visually, the
phonological confusion has presumably occurred in immediate memory, not in

perceiving the letter. (76)

Here Baddeley finds reason to establish the articulatory loop as the mesahglhyne
encodes a given memory trace through sound. Baddeley writes, “this|gettnan of
results, indicating the importance of phonological coding in immediate memory tasks
appears to be very replicable and has been demonstrated in a wide rangéaisitua
(76). Through further studies with the articulatory loop Baddeley discovered such
occurrences as the word length effect, where subjects more easily @égoaihses of
words that are short in length as well as articulatory suppression, wherengnoodi
hindered by a subsequent spoken secondary task.

In contrast to the articulatory loop is the visuo-spatial sketchpad which is
concerned with the visual processing and storage of information or memory traces
Again Baddeley states, “there is considerable evidence for a separatisnafand
verbal processes, stemming both from studies of normal memory and from
neuropsychological research” (109). He cites research by De Renzi,,MiaePaivio
in much the same way as Conrad for justification of his second slave system.eBaddel

describes this slaves system as a “system especially well adaphede¢mporary storage
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of spatial information, much as a pad of paper might be used by someone trying for
example to work out a geometric puzzle” (109). Baddeley experimented extensively
testing subjects’ ability to store visual memory traces even in the nsstohdary
distracting tasks. Baddeley found that visual information had a powerful effect on
retention (121). He further delved into this effect by analyzing memory farps,
visual memory for letters, and memory for visually presented words. Whilesgdd
admits further study is needed in his text he concludes, that there appears rionge “st
evidence for the short term storage of both simple visual stimuli and relatorajylex
patterns. . . this work implies a system that seems to be specialized for tharsowus
maintenance of spatial or patterned stimuli” (143). The system Baddeketouselain
this phenomenon is the visuo-spatial sketchpad.

The closing chapters of Baddeley's text focus on the recency effect. Eneyec
effect is the “tendency for the most recently presented items to be vadled® (145). It
is in this chapter where Baddeley most succinctly defines working memorings be
“concerned with the role of temporary storage in a wide range of informatcagsing
skills” (169). He has presented working memory as a working model of evaluating how
one processes information in real time. Baddeley closes his text by suggest
developmental applications of working memory. He states that there isdolda
consistent tendency for memory span to increase systematicallyhbrdgwdildhood”
(192). Here he suggests there is merit in the study of working memory in regged to a
and maturity. For example, Baddeley argues that there is an increasegharelin
“control processes and strategies” (193). Therefore, as one ages thegeesteand

processes may be altered, enriched, or deteriorate. Baddeley shas&aworking
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memory yields valuable insight into how the human mind functions in real time.
Working memory is thus a present tense experience of consciousness. The following
literature will more closely define consciousness and how psychology and tldeoivorl
art are overlapping more and more.

Psychology is dead. This is the sentiment Michael Gazzaniga expresges in t
opening to his bookylind’s Past. Over the past decade ‘psychology’ has meant anything
from neuroscience, to cognitive studies, to social psychology, and even sports
psychology. According to Gazzaniga, psychology has become a general ténm use
categorize a wide variety of endeavors aimed at understanding the human mind.
Gazzaniga’s perspective is based on the brain functioning as a result obevolata
chapter titled “The Fictional Self”, Gazzaniga argues that as humanse \pesarired to
function in a certain manner. According to Gazzaniga the brain is the first todatbw
the mind where the self resides is the last. He writes, “The mind is the kv
things. After the brain computes an event, the illusory ‘we’ (that is, the mindjnasc
aware of it” (1). Gazzaniga continues to establish the brain as the devilstgiuae in
on their own conscious awareness. What is of extreme interest here is Gagzanig
perspective of the brain as a manufacturer of automatic response. He notess kbt
using what he calls thaterpreter, has the ability to create automatically responding
actions or activities. (27). He continues on, in a chapter titled “The Brain KnefuseB
You Do,” identifying more relationships between the brain and mind interaction.

Gazzaniga makes an interesting observation about the interplay between mind
and brain when he writes, “By the time we think we know something--it is part of our

conscious experience-- the brain has already done its work” (63). In thestptmt
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brain has somewhat pushed the mind into consciousness for the sake of learning instead
of the mind using the brain to find a solution. Here, he is commenting on the automatic
gualities of the human brain and how they manifest as unconscious action. The brain
works automatically without a conscious exertion and most of the time outside of
conscious awareness (63). There does appear a certain amount of daily hatisty t
automated. Activities carried out through built in automation and many times never
consciously considered. This idea of consciousness is thoroughly explored by Gerald M
Edelman in his booki Universe of Consciousness.

In his dissertation submitted to the School of Theatre at Florida State Uyiversi
David Meaders Klein presents a paralleled relationship between actingacel tHis
dissertation is entitled;rance and Acting: A Theoretical Comparative Study of Acting
and Altered States of Consciousness and a Survey of the Implications in Current Actor
Training and CraftKlein’'s major argument focuses on the apparent similarity in
function in regard to being in a trance state and acting the role of another. &t Wit
comparative survey revealed that trance and acting share a similacaisteolution
and common phenomenological characteristics as well” (x). Klein usesrthé\ttered
State of Consciousness, or ASC's, to facilitate this psychological relaifatios
characteristics of acting. The purpose of his survey is to demonstedétianship
between ASCs and acting exist. He is interested in how these altered staifestm
through the composition of a character by an actor and writes about how certain ASCs
can be “systematically compared to acting techniques, process, tramdrtheary” (x).

The scope of Klein’s dissertation is set within the limits of psychology,

performance, and theory. Klein focuses on the psychological aspects of conssiousnes
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and the unconscious. He also delves into trance, meditation, and hypnosis. All of his
subject matter centers on the human psyche and the human experience. Klein’'s scope
expands to the world of acting as he ties his trance arguments into actor traimgng us
specific acting texts. He uses texts that focus on exercises and psycdioleyvpoints

of acting training. The acting texts he chooses have a strong tie into his use of
psychology, often featuring similar notions of trance and trance-like states.

The dissertation is divided into six chapters. Chapter one is emtittedy and
Tranceand serves as an introduction to the survey. Here Klein defines trance and
presents dialogue supporting the incorporation of such techniques into actor training. He
defines trance as a, “consciously induced, mentally and physicallyconedtalbg” (2).
Chapter Two is titledActing and Shamanism: An Anthropological, Experimental
Perspective.Here Klein outlines the history and definition of Shamanism. Klein argues
Shamanism is the “ability to enter an altered state of consciousness”i(B8E) K&in's
argument centers on the actor’s ability to enter this state he spends this cttipiag
the process and history of Shamanism and the shared aspects of the two enthies. As
chapter ends Klein uses Stanislavski to ground his Shaman argument into the world of
acting. He has previously used examples of “possession” in regard to the Shamanic
experience. He uses Stanislavski’'s method to parallel the Shaman const®by st
writing, “Stanislavski’s writings reveal possession examples contaihengame polarity
of consciousness possibilities expressed in the previous examples of modern acting”
(105). The shared experience is based in the psyche and a product of altered states of

consciousness.
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In Chapter 5, Klein attempts to tie everything together through the anaflysis
different acting texts. The chapter is titl@dance and Actor Training and Texts: A
Current Pedagogical Perspectivélere Klein reverses his focus of previous chapters and
focuses on acting and how psychological perspectives are incorporated into the
performance world. Throughout this chapter the reader notices bits of other €hapter
coming back to revisit. The texts he has selected feature mediation, hypnoses, arad
even Shamanic exercises. This chapter also features practical appdicdtKlein’s
argument through exercises. In each of the six texts Klein has provided examples
exercises that may be employed by the actor to experience the traadbattas”

Klein’s argument. The chapter closes providing several acting teabheesploy the
use of such trance like training. These include instructors such as Mark Olsen, David
Young, Gil Lazier, and Anita Jo Lenhart.

Chapter 6 is Klein’s conclusion. He restates his argument that trance iagd act
are tightly interwoven. “The ability to consciously alter one’s realiygests a parallel
between the experiences of trance and acting...” (344). Klein walks the reakler bac
through his logic beginning with historical perspectives and ending once more with act
training experiences. Klein closes his dissertation by sending a wordafragement
to actors, performers, and theorists. He seems to challenge performers tohmsgsue t
methods of trance in order to more fully succeed as performers. Klein writes:

The recognition of this trend [trance] challenges actors, acting tsaainel

acting theorists to learn more about the nature and function of these ASCs. In

doing so, actor may become more competent performers, revitalizing and
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evolving their craft in a manner which integrates the depth of potential these

trance states embrace. (359)

Klein challenges performers to pursue other means of entering thisl atate of
consciousness he feels is so pervasive in the acting experience. Perhaps draveng on t
success of meditating rituals and religions can help better train the ptbleeactor

and | believe this dissertation has a lot to offer considering the reseiahdat Klein

delves deeply into the interconnections between the art of performance and thatway t
performance manifests in the mind. In the same way, theatre scholarseyk€@ok

explore the artistic world through interplay between the psyche and artistession.

In an article titlednterplay: The Method and Potential of a Cognitive Scientific
Approach to Theatrédmy Cook explores the ongoing relationship between cognitive
psychology and the theatre. She writes, “Theatre works on the body and mind of the
spectator, changing minds and touching bodies at the deepest level” (579). Cook is
really interested in how the theatre impacts the psychology of the audience,\novks
on the body and mind’. She is convinced theatre impacts both actor and audiences in a
completely psychological manner that manifests through the physical body and the
internal psyche and mind. Cook observes the impact of the cognitive sciences on theatre
when she writes, “In a move likely to provide the kind of jolt to the field that Tunter a
Freud once did, scholars are now seeking-- and finding-- answers in the cognitive
sciences” (579). Cook believes discoveries can be made between the two distigtines
mutually benefit one another and reveal unknown theories and antidotes. According to
Cook, the concept of Cognitive Linguistics links together the language and theabod

ways that are practical to a psychologically artistic approach to pemaer(580). In
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her essay she further pursues the common similarities between the dramatage and

the science of the laboratory using this notion of cognitive linguistics. However,
concerning the research at hand, Cook’s ideas presented about mirror neurons $eem mos
closely related to the convergence of psychology and performance.

Mirror neurons are identified as neurons that fire both when an action is carried
out and when an action is observed. For instance, it was discovered that the same
neurons fire when a monkey reached for a banana as when a monkey witnessed another
monkey grab a banana. According to Cook, “mirror neurons suggest that neurons in the
motor cortex do not just code for action, but also a representation of the action; in other
words, seeing and doing are not as different as one thinks” (588). The brain possesses a
interesting manifestation of the same observance of neural activity whethetion
literally is carried out or simply observed. In relation to theatre Cooktbiasgre scholar
Bruce Wilshire when she argues “our brain’s mirror neuron system links tbasaatd
intentions of others with our own perceptions and actions” (588). Here Cook is relating
the manner in which human beings psychologically mimic one another. In the@gay w
an actor may prepare s role using these types of links to create the antiqgrexceptions
of the character they are portraying.

Cook observes that when we consider a sentence that involves an action, if we
cannot imagine the action being carried out we cannot understand the action. This spurs
her to the following claims; “Imagining and Understanding are the daimgg’ and “we
do not translate words into perceptions, we perceive in order to understand” (589). Cook
believes this approach to understanding the psyche in regard to performance leads to an

understanding of one of the most important aspects of acting; action. She ates) “
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understanding, intention, emotional attunement, and communication are clearlyipivotal
theatre, since without them there is no fear, pity, conflict, dramatic irongxdubt even
story” (590). Here Cook observes a correlation between the action created through
imitation and the dependence of performance on such mimicry. This ability to imimic
directly related to learning to craft action, which Cook previously establehe
imperative to theatre. Being able to imitate is required to gain a skill etdusits the
need for one to have to test the consistency or reliability of such an action aad orste
can coordinate what one perceives and the manner in which that perceptiontmanifes
through action (590). Cook closes her article by noting the brain relies on stafies a
past observances to utilize imitation. From an artistic perspective shehaitdsese
stories can be augmented. Cook closes, “The brain’s reliance on stories-tebmntc
the evidence that these stories can be altered-- suggests powerfultionditar an art
form that uses live bodies to tell stories, that renders visible new worlds, and that
animates the seemingly impossible (594). Although Cook’s research seems to focus on
audience perception, the parallels she makes between psychology and pedonalac
her essay valuable to the research at hand. She has made observations about the art
required to mirror or mimic another. In the same way Cook explores how perception and
action are similar on a neural level in terms of mirroring, Marco lacoboni esphaw
these same mirroring neurons allow the human to empathize and relate to others

In the introduction taMlirroring People,Marco lacoboni makes a profound
observation. He notes, “solid empirical evidence suggests that our brainsaie cdp
mirroring the deepest aspects of the minds of others” (7). This differs frean ot

psychologists as lacoboni is arguing the actual mind of others can be djirrore
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simply an observable behavior. Thus, the chapter entitled, “Simon Says” was the mos
useful in describing the process of mirroring the mind of another.

lacoboni first set up an experiment where subjects watched three different video
clips of a hand grasping a tea cup. The hand grasping the tea cup remained the same in
each clip, only the context was changed. In one clip there were dishes on the table, n
another there were discarded food items and crumbs, and in the third clip there was no
context at all. lacoboni was testing whether or not context had an effect on homthe
cognitively functioned. He was able to compare subjects who were supplied weRktcont
as opposed to those without. lacoboni used these results to hypothesize that we activate
the same mirror neurons mentioned by Amy Cook to simulate action. Using cognitive
processes, the mind associates a given circumstance with a given &t writes,
“reaching for a cup, grasping it, bringing it to the mouth-- that is quitplgithe
simulation in our brain of the intention of the human we are watching” (77). Through
this cognitive process (activating a chain of mirror neurons), “our brain is able to
simulate the intentions of others” (77). Because we are able to actuallgteirinis
actual circumstance we can actually inhabit that simulation and seemioginde
another. lacoboni quotes Gallese and Merleau-Ponty who wrote, “it is as if the other
becomes another self” and “it is as if the other’s intention inhabited my body, aad mi
his” (78). A process has been presented using a neuroscientific approach thagbhas m
cognitive ties. If an individual possesses the biology to mirror another, then thigveng
processes at work here are of extreme importance in human communication. sayan es
pursuing just such an approach towards acting, Phillip Zarilli writes cegrispects of

acting.
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In his essayAn Enactive Approach to Understanding ActiRgjllip Zarilli’s
cognitive approach sets acting as a product of the cognitive processesdlsibjects
itself to. These processes all result from perception. How the human beinggsetioeiv
world directly relates to the way in which he acts on it. Zarilli writdsg ‘tontent of our
perceptual experience is acquired through bodily skills that we come togiqé=ks.
He goes on to reference that what we actually perceive is directly based arelamivon
that perception. Like Cook, Zarilli notes the correlation between cognitivegsexand
the performance quality of action. Zarilli comments that it is “imposgtdivorce
perception, action and thought” (644). The cognitive processes occurring in the mind
(perception in this case) are thoroughly interwoven into the fabric of actios.agtmn,
fostered by cognition, is what spurs the actor to action. He notes, “For the actos/doer a
sentient perceiver onstage, perception should not be reduced to merely having subjective
feelings” (644). Here Zarilli calls attention to the fact that cogaifirocesses do not
merely give rise to thought or feeling, but they give rise to action.

Zarilli more succinctly describes this process of perception leadingdiom ac
through what he refers to as “constructing an acting score”. This acting is what
Zarilli defines as “a form of embodied, sensorimotor knowledge for the actor” (645).
This score acts as the foundation from which the actor draws or perceives tlogechara
he or she is playing. The score acts as his base storage of knowledge abthihgvery
regarding the character’s circumstance. Zarilli describes tlosvio scenario,

From my perspective as the actor my kinesthetic knowledge of the scoresonsist

of the ‘feel’ of my body in the chair as [the character], the ‘feel’ of thgefis of

my left hand as they touch the pages of the old book before me, or the ‘feel’ of the
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words in the mouth when reading the opening line...These forms of perceptual

knowledge are not ‘present’ somewhere in my brain, but rather, the ‘content’ of

this (past) perceptual experience is virtually present to me, the actor, ‘as

available’. (645)

Zarilli is describing a process of cognitive behavior that renders theésaperceptions as
experience. This experience is ‘present’ and thus can be ugetbto This does not
require the actor to think, but to draw on a created perception. He writes, “Ogptimall
the present moment of doing, one does not ‘think about’ the form or draw upon some
mental ‘representation’ of it; rather, one enters a certain relationgiphe form”

(644). According, to Zarilli this relationship allows the actor to “inhabit enfor

structure of action” and ideally become “like an animal, ready to leap &nG4C).

The actor has prepared in such a way that his mind is supple and ready. Thisseadine
allows the actor to behave like an animal driven by instinct.

In his textActing That MattersBarry Pineo breaks down preconceptions of
acting. He argues every person acts in every moment of their existdryoai’fé
psychologically within the range of normal-and that's a very wide rgngecan act”

(XI1). One is always fulfilling a role. These roles can manifest thinae¢ationship,
society, religion, and a host of other entities. His position centers on the abdity
actor to cast off these roles and exist in a state of being where a newisnotesented.
Thus, acting is simply being and existing within the confines of a given roleo Pi
writes, “Theatre is about storytelling, but acting is about allowing otbesse who you

are, really, with the masks you wear each day cast aside. Acting is hbwirig
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something to simply be” (XIlI). Clearly, there is a need for a definitivetteat addresses
the mechanism by which a processed role exists in the present tense.

Pineo offers a process he believes will guide this discovery. His text lwieaks
three key components including, Analysis, Presentation, and Activation. The Analysi
component features both philosophy of self and actor tools such as beats, defining action,
and scoring. Pieco argues that being a good actor means knowing oneself aritsacting
work on oneself” (4). This inner focus points to a deeply psychological understanding of
the psyche in regard to acting proficiency. In the Presentation portion techniqueese
the focus. The chapters in this section feature actor presentation quathessstempo,
volume, intensity, movement, and focus. In the Activation chapters Pinco focuses on the
process of existing in a constructed reality. He actively opposes the vieti¢hiag is
doing.” Instead, Pineo argues, acting is “doing with purpose” (130). Discovering thi
“purpose” may lead to truthfully honest impulses in an actor’s pursuit of intent. The
components set forth by Pineo seem to point to a means of discovering a role. However,
the interest of this author is in the actual, “real-time” process of existiagale that
may be elicited by these means.

The presently active existence involved in acting must be tied in with action.
Action and live-ness is what carries the play and is thus the conduit of a character’
existence. This notion of live-ness in regard to action is addressed in Harold Rg'senber
book,Act and The Actor.Rosenberg opens by noting, “An act, originating in the psychic
and physiological condition of some individual, is certainly a series of verplegm
transformations of which we have as yet no idea, no model” (3). These “transfoishat

leading to an “act” are the topic of concern, as is the need for a “modelhich we as

48



of yet have no idea (3). Throughout his text Rosenberg addresses how action isithe mai
operative in existence. Living a successful life, therefore, could meaeeslicg with a

role. The book breaks down the study of action using case studies of classic teltes and t
actions within such narratives. In Chapter 3, for example, Rosenberg uses thé story o
Oedipus to explain how action can be displayed through acceptance and avoidance by the
actor in terms of how he deals with despair. Rosenberg writes, “In the modern
consciousness the human act, if it exists at all, is suspended at the intersection of
numerous impersonal processes, some still unlabeled” (6). The process whisreby t
“suspension” occurs seems to be locked in the conscious. An actor must be able to exist
in a consciousness that is not his own.

The Problem of Consciousneass collection of essays that addresses the
complicated world of the psyche. Neurophenomenology and the Spontaneity of
Consciousnes&obert Hanna and Evan Thompson pursue this relationship between mind
and body. They begin the essay by stating that our “current conception of the mind-body
relationship are inadequate and some conceptual development is urgently needed” (133)
In juxtaposition to Rosenberg’s concept of action as a key component to experience,
Hanna and Thompson argue that a conscious process exists before this action can occur:

Lived experience always comprises pre-verbal, pre-reflective, &axtiaély

valenced states (processes, events), which, while not immediately available

accessible to thought, introspection, and verbal report, are intransitively ‘lived

through’ subjectively, and thus have an experiential or phenomenal character.

(137).
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Hanna and Thompson are searching for the key to the spontaneity of such processes.
Perhaps the same processes an actor develops as he rehearses,sesed@halyzes a
role. This spontaneity brings into consideration human capacity, limitations, andgdotenti
in regards to the psyche and brainThe Accidental Mingby David Linden, one is
presented with a detailed explanation of the brain. The Learning, Memory, anch Huma
Individuality chapter is of particular interest in considering the controtigd sf
consciousness engaged by actors. Memory, for instance, is not necessdizigdoca
Memories can be manifested through specific stimulus or sets of stimuli anfeéshas a
change of behavior or action (114). These types of memory utilize the unconscious. It
appears then that an actor has the biological capacity to react “honesthy'hisibr her
own psyche. There is an important difference to be noted here as Linden notes,
“Declarative memory is a different story. Such memories are consci@esiijed” (114).

An actor aims to create the psyche of another, to create memories, arad to exi
truthfully under a set of given circumstances. How does an actor go about building this
reality? InRespect for ActingJta Hagen gives a model for working towards this reality
and an honest presentation of character. Again, it appears this process is interatkd to le
an actor toward a state of consciousness not his own. The text is broken into three
sections called The Actor, The Object Exercises, and The Play and The Rble. Ea
section is further subcategorized. In The Actor, Hagen theorizes about aatigdeisi
“wearing the pants of the character” approach. Hagen believes in hard work and the
collaboration of actors. In The Object Exercises, Hagen presents sewcadexaimed
to lead an actor to discoveries of truth. In one example the goal is to reareateutes

of your life by simply coming back in your front door after you have ajreathe home.
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In The Play and The Role, Hagen breaks down technical elements of analysis such a
obstacles, objective, relationship, and given circumstances. All of thesentdeare
imperative in developing a truthful portrayal. Hagen writes, “The imaginatidmeadd¢tor
can't really begin to work until he has found them (circumstance), filled them in, rounded
them out, and extended them fully” (158). Hagen is establishing the there is a craft
job, a technique to this acting thing after all. She does observe imagination dvttycrea
are important but without doing the homework, the actor cannot commit completely to
the role.

Perhaps the most insightful section in regard to the actor’s state of mind is found
in the Identity chapter. Here, Hagen presents ideas we have read preaimusly
truthfulness. To know oneself allows one to act more truthfully and throughout our
existence one plays many roles (25). Hagen presents the formation of cHaracte
pointing out that an individual already has all the tools they need. It is the crefingf a
to be able to combine these experiences to present a new person. “Your own identity and
self-knowledge are the main sources for any character you play. Most huma&memot
have been experienced by each of us by the time we are eighteen, just as tihgyatave
human beings throughout the ages” (2Rgspect for Actingombines the concepts of
psychology and acting into a procedure for success on stage. This succpescass are
aimed at creating an individual through an actor that exists on stage as his awn pers
There is a need for research and study not of the process, but of the state of cecious
that exists when an actor is truthfully deceptive.

Psychology and performance share a similar interest in unraveling thadres

of the human mind. Even as far back as tH'éCLSntury minds like Diderot were
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conjecturing about how the actor creatively prepares a role. Brought up dugray an
when psychology was just blossoming, Stanislaski developed an entire systieen for t
actor to both psychologically and physically invest in creating a role. Eyehglegists
and theorists today are beginning to understand the creativity of the human mind is
worthy of study. The line between a psychological approach to acting and ranaerde
oriented approach to psychology are getting ever closer as the two discijiioever
the same aim to investigate the inner workings of the function on the mind. Minds like
Rhonda Blair and Amy Cook, who have strong background in both psychology and
theatre, are bringing new approaches to acting based on cognitive discovaees.
development of these scientific studies and their effects on acting are proving to be
beneficial to both performers and scientists. It is interesting to note, iratesiig)
brining to together cognition and performance are creatively engagihgithen mind to

discover just what it means to creatively engage.
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CHAPTER IlI

THEORY

The Interplay of Memory and Consciousness

An area of main interest is the intricate relationship between working rpemadr
long-term memory. The interplay of these two systems and the dual avsaresidsg
in working memory is the focus of this model. Therefore, it is important to define thes
components in regard to their application to both psychology and the theory presented
within this text.

Working memory, as a concept, was pioneered by Alan Baddeley. Working
Memory is many times considered a manifestation or utilization of shorintemmory.
Baddeley defines working memory as “a system for the temporary holding and
manipulation of information during the performance of a range of cognitive tagkasuc
comprehension, learning, and reasoning” (Baddeley 34). Thus, working memory is the
mover and the shaker of consciousness. Thoughts are formulated, reflected on, and
manifested as action through the processes taking place in this facet ofymémtbe

case of the model presented in this instance, the information “held” in working gnemor
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is that of the characters being drawn from a long term representation. Workimgyne
could also be thought of as, “the use of short term memory as a temporary store for
information needed to accomplish a particular task” (Reed). In the model to be
presented, the item being stored in the immediacy of working memory is thetelsarac
thoughts, feelings, movement, words while the “task to accomplish” is intricately
interwoven into the craft of creating obstacles and actor motivation.

Information, in the form of character, is stored in long term memory through
rehearsal and retrieved via cues into the consciousness of working memory. The
information stored in long term memory is a result of both rehearsal and the depth of
coding the actor has applied to the item. The depth to which the item is encoded is
dependent on the manner in which a given subject works on creating character
circumstance that is meaningful to the actor. Long-term memory can beddagine
“memory that has no capacity limits and lasts from minutes to an entinméfgReed).
The vastness of long-tem memory is also subject to notions and studies of the
unconscious. ltis here, in long-term memory, where ideas, schemas, and knowledge are
stored in a non-reflective state. That is to say, the individual possesses thedgsowl
without consciousness reflecting on it. The model of interest in this study pos#i®ns
developed character into the confines of this long-term memory vehicle.

As far back as the 1970s psychologists, such as M. Materska, conjectured
cognitive processes occur in tandem as a psychologically evolutionarggosition for
organizing massive amounts of information. Information processadmievelsof a
cognitive system may lead to better cognitive functioning (Hoffman 73). Nedls

duality, or levels, are necessary for the actor. This allows for distmoficharacter
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from selfand is psychologically more beneficial for the human being to be able to
separate the two entities. Information processing taking place on two rifievels, as |
am presenting, yields better cognitive functioning than a single level cidamg might
yield (Hoffman 75). | define the psychological relationship betvedamacterandself,
existing simultaneously in the consciousness of working memodyagrocessesf
awareness or consciousne$bat is to say, the psyche oselfand the psyche of a
characterare present simultaneously.

In the early 1990s Joseph Roach proposed another dual concept in the acting
experience focused on the process of a performer taking performancahnatiethe
body so a spontaneous regurgitation could occur at a later time. Roach describe this
duality of “actor spontaneity: as the first being the habituation akin to a dataieng
the steps into her body and the musician having the notes in his hands, so that the second
kind of spontaneity, that of living in the work and being open to the impulses of the
moment, is possible” (Blair 20). The spontaneity and duality between thesevefl
(performing) and reflective (learning) forces cannot be found more in dialoguéntithe
world of acting where the artist works so tirelessly to make conscicisates to be
relied on to return in a non-reflective state. Applying a psycho-scientgimaph to
acting using suverys to analyze the acting experience could produce issigoav the
actor’'s mind cognitively functions in a creative way. It can be arguedititistanding
how the brain works using mechanisms that yield conscious behavior one can uncover
the basis of creative actions (Edelman 99). A scientific approach to actikg wor

tandem with the artistic mind, reinforcing the actor’s ability to createfarpgance in a
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causal type manner where reflection becomes reflex and conscious behaveadcan |
creativity.

Actors possess the phenomenal ability to exist as another without being diagnosed
as clinically insane. Through a developed techniquesdlies pushed out of immediate
consciousness allowing tlebaracterthe actor has created to reside not in place of, but in
spite of self. In performance an actor is not thinking about his lines, or his blocking, he is
reacting and existing as another. This other does not have to reflect on the reasdning
existence of his or her actions just as | do not reflect on the actual functioning of my
fingers on the keyboard as | form this sentence. This non-reflective stdtatiswovel
about acting. Not having to think about something you are doing that was created out of
rehearsed conscious effort. Itis a controlled neurosis. It is like planned qaigdscr
sleep walking you do not think about but aomsciously doing

As | write my mind is not preoccupied with how my fingers form the letteys; m

attention is fixed simply on the thoughts the words express. But there was a tim

when the formation of the letters, as each one was written, would have occupied
my whole attention.
Sir Charles Sherrington
(Raichle 137)
A parallel to Sherrington’s comments are found in the process of rehdargiab
process the actor is occupied with the skeleton of what will be the final product as he
fleshes out his role. He concerns himself with memorization, blocking, and greatin
character needs, wants, motivations, and obstacles. However, as the actor bem@mes

familiar with the character and begins to bring his role to a performativeitgas
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mind is not occupied with the building blocks forming his present condition he simply
allows his fingers to do what they will. The actor is tiiikingabout his lines, he is not
thinkingabout his blocking, he is drawing this action from what he has previously stored
in his memory. The ability to store this character information, retrieved,use it all

point towards functioning of the human mind as a duatitgracterandself The

function of the actors’ mind in this moment is a dual process simultaneouslynigptasi
characterinto the immediacy of consciousness without ridding the consciousnesi§ of
both reside simultaneously.

The cognitive awareness of the actor, in performance, is focused in working
memory. The functioning of this component of memory will be discussed in the
following chapter. A dual process fundamentally benefits the actor becaulse sems
in working memory tend to cause interference. For example, if both me and ragtehar
are six feet tall, light haired, and have two beagles, all of which acuraistyiloe
myself, the mind will have difficulty distinguishing between the overlap whewnies to
defining two separate schemas. When | retrieve those items my mind wilichave
consideboth“self” and “character”. Interference refers to those processes or
circumstances acting to limit or hinder cognitive processes by taking op spa&orking
memory and limiting cognitive capacity. In this dual processétfi@ndcharacterare
operating at different levels in working memory. Both occupy space, but styparat

Thecharacteris encoded into long-term memory through rehearsal, is cued into
working memory through the narrative, and eventually manifests as action in
performance. Atkinson and Shiffrin (1968) proposed a relationship between working

memory and long-term memory outlining the transfer of information from oreto t
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other. In this model information is stored through control processes that utilize
acquisition strategies such as rehearsal, coding, and imagery (Reed, @atdly,Nhe
concepts of rehearsal and imagery are no stranger to the acting expasiecta's use
mental images and rehearsal routines to store, or code, information. Coding isrokextr
interest in this study as the manner in which one codes (forms the chardoteng-

term memory directly affects the manner in which it is retrieved (pedioce) into

working memory. An actor encodes every time he adds a developmental element to his
character or makes a discovery affecting his ability or inability toueuitse characters
objectives. He is encoding the building blocks of his character that will latetled on

for action.

According to Raymond Gibbs in his textmbodiment and Cognitive Science,
“consciousness is directly tied to action, both when the actions are physictdlyrmet
and when they are just mentally entertained” (265). Therefore, if an antbring the
character to his consciousness he can carry out the character’s “action”aardlfy
exists in his circumstance. The duality of awareness in the model preselhis ithe
form of both aself that is inseparable from consciousnessl acharacterlevel of
awareness in working memory that both draw on separate schema or, what id teferre
as a propositional network, residing in long-term memory and resulting actioa
described by Gibbs (See Figure 3.4). Proposition is defined as a meaningtul unhia
which is arranged in a networking structure (Reed 288). In this model the actor’s
awareness during performance is focused owrhheacternot theself Theself,existing
in a present tense in working memory, is reduced ashilwacterpermeates the

consciousness. While tlselfcan never be removed from the conscious state of
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awareness, an experienced actor realizes his ability, perhaps unknovaradiigwt his
characters’ awareness to occupy his working memory during performa@hiseallows

the actor to experience and act on the characters’ thoughts, feelings, emotions, and
impulses, pushing theelfnot out of consciousness, but out of focus. According to our
model one might expect the visual image to resemble Figure 3.2. Notise)fttan

never be completely removed from the consciousness, only pushed out as a subsidy to

allow the characters psyche to reside in active working memory.

Function of a Dual Process

How does working memory function in a duality of awareness? | hypothesize
actors build rich propositional networks of characterization for their roles thadt
and technique that reside in the limitless capacity of long-term memorg.né&twork
functions by governing cognition and memory through the media of perception, storage,
and recovery. A propositional network is a schematic organized hierarchyeaf stor
information items available for retrieval through conscious thought. For example
schema or propositional network focused on fruit may have a superordniate grouping of
fruit but as the propositional network is identified or used subordinate categories like
plantains, melons, and grapes begin to narrow the focus. The human perceives fruit,
searches out through long term storage, and finally arrives at rétimewgar fruit
example perhaps the individual arrives at Honeydew. This process is the magerom
what the actor goes through in the rehearsal process as he analysesdpgroeiptarses
(storage), and performs (recovery). Psychology has long argued humans igdehtify

their surroundings through enriching and retrieving information located in long-term
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memory. “Concepts are stored mental representations that enable peopiéfio ide

objects and events in the real world” (Gibbs 80). When in a performance the actor’s

propositional network for the character is activated as he draws this long-&snoryn

representation into manifestation in working memory for use. Working memory thus

serves as an activated representation of the long-term memory througlritere

thought process it evokes (Krause 290). This cognition is activated by a simmplkisti

response condition instituted by the structure of a play as a line or aatohasés

another line or action. The actor’s cognitive experience is grounded in his meradpt

the environment as the character (Gibbs 265). That is to say, as the play begins and the

world of the character is brought to immediacy through both the play world and the

actors’ own preparation, the actor enters into the psyche of the charactioars those

encoded circumstances to pervade awareness. The work the actor has donesad rehear

in a very conscious manner now manifests through an unconscious means as the actor

allows thecharacterrepresentation to permeate his psyche. Antonio Damasio, a scholar

who studies how consciousness affects emotion and the body, describes the expierience

an actor waiting to come onstage in the wings:
| realized some years ago that the moving quality of this moment, whichever point
of view one takes, comes from its embodiment of an instance of birth, of passage
through a threshold that separates a protected but limiting shelter from the
possibility and risk of a world beyond and ahead . . . stepping into the light [of the
stage] is also a powerful metaphor for consciousness, for the birth of the knowing
mind, for the simple and yet momentous coming of the sense of self into the

world of the mental. (3)
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The moment described here is the embodiment of another. The performer has given
‘birth’ to the psyche of another and prepares to step onto the stage operating out of the
consciousness of the character he or she has created.

The question then arises, how are these propositional networks, schemas, and
representations of character created? What is their structure? Proplosétaaaks are
created and enriched through actor craft and experience. Then, in performaece, the
networks or representations are activated, eliciting a conscious functionivey of t
character’s psyche. Antonio Damasio describes the process of enteateyaf st
consciousness when he writes:

Core consciousness occurs when the brain’s representation devices generate a

imaged, nonverbal account of how the organism’s own state is affected by the

organism’s processing of an object, and when this process enhances the image of
the causative object, thus placing it saliently in a spatial and temporal context.

(169)

The conscious awareness for the actor is based on the representation of character
According to Damasio, this representation is nonverbal and details exactly hagtdhe

is affected by his surroundings. The conscious state of mind that arouses, spurred by a
character representation, can function within the confines of a stage that hapé#inh ‘s
and temporal context’ to the actor.

Experience is key. There is a reason most well known actors are middle aged
adults and good young actors are often heralded as prodigies; experience is amtanum
determining factor in success as an actor compared to any raw talente@maght

posses. As discussed previously, a memory code is a representation used to stiore an it
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in long-term memory. How these items are encoded depends on the level the item is
processed on. Items are encoded more deeply depending on how much meaning an
individual or actor puts into them. An expert actor, for example, will encode at a deeper
level because of the ability to create stronger character detait dra$iée experience,
training, or research. According to thesel of processingiodel, the more an actor
works to find underlying meaning, the more successfully his coding will leadat re
(Reed 131). Experts possess the skill to encode items with deeper meaning and
sustainability. Encoding items into long-term memory occurs throughwtaljct
phonemic, and semantic coding. As the actor develops craft this cognitivéycapac
grow because cognitive functioning is a developed and developing trait in the human
being that is a result of other brain functions. Cognitive capacities do not come from
computation or logistical thinking, capacity is affected most by exper@itbe brain’s
perceptions, memories, emotions, and even conscious thought (Edelman, 77). These
experienced functions like memories and emotions are items the actorcsselsture.
Continued use of these functions leads to further development of these cognitivequaliti
causing an increase in cognitive capacity. Structural coding emphdsysgsap
structure, phonemic coding refers to pronunciation, and semantic coding is coding in
relation to meaning. Perhaps, the actor’s novel ability to create this segehdfl
awareness is found in his ability to utilize and incorporate multiple levels of coding
including physical, phonemic, and semantic coding strategies simultaneously.

The structure of memory dictates a hierarchical organization of infamati
Thus, | have developed a propositional network, relying on a hierarchical structure, of

character development. | propose this network may be how actors storeesharact
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representation in long-term memory. Figure 3.4 illustrates how an actarrgeyize

their character representation in long-term memory. This model fe&uramnain

nodes; Mind, Body, Climate, and Given Circumstance, under which all other character
attributes may fall. | hypothesize the manner in which all of these naslesranected
through links is byechniqueandcraft. The depth of this network and the connections
between nodes would directly correlate with differing measurements irrtisgpd
anticipate an expert would possess the craft to elaborate or add information to thei
propositional network creating an extantiated, or “filled in” representafitime

character. In psychology, extantiated schemas are rich, detailed, and thocmalb oh
thought representation. A novice may be hindered by lack of experience, training, or

limited cognitive capacity.

Methodology

Using a survey a numerical rating system for professionalism will lagecr¢hat
could then be compared to a separate rating of both Awareness and Craft. The focus of
the survey is on the actors’ experience and retrospective reporting. Tiesserts will
aim at capturing what it means to exist as a character and the abiliéate a character.
The surveys also will allow the investigator to provide free response repdstng a
acting anomalies such as forgetting a line or not remembering what hd@strea
performance ends. The types of questions asked will hone in on the actor’'s egperienc
during rehearsal, performance, and directly after performance. Thesgsswill be
analyzed for empirical value in setting the expert and novice at two extremisswill

support the notion that some entity is at work that the expert utilizes to a fergrea
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extent in developing a character, it is the claim of this author that this isrdityual
level of awareness within the actor and that there is a far more developedesganf
character in the expert.

This study seeks to support the claim that there are different levels r@&rmsa
differentiating the expert from the novice. These levels of awarerebsased on a
presence of self and a presence of character: a dual awareness. Thuspthjedinge
will be to define what will distinguish an expert from a novice. This would position the
“expert” as a more experienced, seasoned, or well-trained actor againgteawioo has
limited experience in these faculties having not been cast or paid for thtoaxdiich he
or she trains. It is important to juxtapose extremes to secure the most adataate
possible to justify further pursuits in this regard so the analysis will oek/teecompare
the most expert with the least expert or novice. Experts acquire such aditighthineir
ability to take information available to both novice and expert alike, infuse it alghtt
experience, and craft, and create characters that think on their own. Phillip Za
believes our perceptual experience is actually acquired through skills mteaiyecome
to learn or attain (644). Therefore, the expert has a developed skill sehglfonthe
creation of a uniquely refined character schema based on his skills thatstnizundagh
what Zarilli refers to as ‘perceptual experience’ and what this authorefell to as
CoNscious awareness.

The survey establishes two groups, experts and novices, through identifying and
rating traits of professionalism in regard to acting. These variables tep@ctor’'s
experience acting professionally, teaching, training, and even making if®eey

Appendix 1) There were eight questions in all rating the surveyor’s expertise. For each
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guestion a point was awarded for an answer describing the surveyor as an expert and no
point was assigned if the answer described a novice. Following this staridas] a
describes a professional and thus is awarded one point. On this scale the hogbgst sc
an actor with the most expertise, receives an eight. The lowest score, qulatelym
novice actor, receives a zero. This will create a type of index scoringhsykte
professionalism among actors. This score will then be compared to the two other
components of the survey to identify the relationship professionalism has betaen cr
and awareness.

Part one of the survey asks nine distinct questions aimed at identifying how much
of the character the actor has present in his pgigde Appendix L More specifically
the survey aims to establish whether or not the actor has more character selinore
residing in the psyche. This part of the survey assumes the actor is in pertoamédnc
thus actively engaging the creative mindset of portraying a clkarathis requires the
actor to self reflect and self report on their experience. Using the dualprodsl as a
backdrop, the expert should exhibit higher ratings in this part of the survey meaning his
psyche has the cognitive functions to embrace a character and reduce the asatint of
in conscious awareness as opposed to a hypothesized lower level of awareness in the
novice. This scoring is based on a one to five scale, asking surveyors to rate their
tendencies to engage in certain cognitive activities related to perfameme scoring
will render an answer of more character awareness with a five and maaeraedhess as
a one. The cognitive functions addressed in this part of the survey include iténas suc
recall, self-reflection, and focus. For example, question two states, fAdtErmance, |

easily separate myself from my character” and asks the surveyor tmrata bne, “I
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never do this” to a five, “I always to this”. Using our model as a guidelise it i
hypothesized the expert actor, who has a far richer representation of ehavaict

respond with “I never do this”. In this case the response of one is awarded five because
it it represents more character awareness than self-awareness.

Part three of the survey asks eight questions that ask the surveyor to reflect on
past performances and how successful they feel they were at crhatimgle. This
measure is a quantitative assignment of craft. It is hypothesized they@srwho rate
high in professionalism will rate higher in craft than their counterparts inaviee
category. This supports the notion there is an identifiable difference betweethe/ha
novice is capable of and what the expert brings to the table in terms of creatieg a r
These three measures will be statistically analyzed together tdydemtimalies and

relationships between craft, awareness, and professionalism.
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CHAPTER IV

FINDINGS
Statistical Significance

There were eighty surveys completed in the study. Actors currentlysgudyi
performance, performance faculty, and practicing professionals coohfhete surveys.
An extreme sample group was created using the top thirty samples tostreesapert
group. These top thirty surveys had the highest rated scores on the professioa#tism sc
of one to eight established in part two of the survey. This expert group was about 38% of
the total sample size. The bottom twenty-three samples were used to serveoagthe
groups while twenty-seven samples, representing an average rangeniddies were
left out. The novice group represented approximately 29% of the total sample size
(Table 4.1) The creation of an extreme sample group, excluding samplegirayanahe
middle, provides clarity and a more strident contrast of the grouping’s charazgeristi

Using the extreme groups analysis a T-test was run to find out if @Qcaft a
Awareness scales were statistically significant means of measuotén relationship to
the extreme grouping. The T-test statistically compares the varialohgsrbeasured to

identify if they have the correlations necessary to be statisticgiiifisant. As Table
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4.2 shows, the t-test for equality of means yielded a positive result. Thefecales
Awareness and Craft are statistically significant because thke@-$ggnificance was
below a .05. The awareness scale score on the nine initial questions yielded a 0.039
while the craft scale based on eight initial questions yielded an even omwia@ng

0.001. These numbers provide quantitative evidence of a statistical relationskaprbetw

the scales created to define craft and awareness.

Professionalism vs. Awareness and Craft

Now that the scales used to define craft and awareness were found to be
statistically significant, the extreme sample group was then applibd awtareness and
craft scales created using part one and three of the survey. Using the redé<!(31)
a graphical representation (Figure 4.3) was created that shows the rethdts of
Awareness Scale in comparison with the extreme grouping of experts andsnoMee
x—axis represents the different items being investigated in the survey-akieserves
as the scale measure of one to five given to the subject to select a réwentyvolshades
designate the expert from the novice. Using these results it can be detehaiagpdrt
has a higher awareness of character than the novice. The awareness sea ¢hdefi
level of character awareness as the questioning has investigated witédthe a
experiences as he performs. According to table 4.4, the expert mean average for
awareness was 3.5 while that of the novice was 3.3.

If the novice rates lower in awareness of character perhaps the sdiinig ige
the way. According to the dual process model the novice has more self awaremess as h

portrays his character, which may illuminate why the awareness scatefacter of the
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novice rates lower than that of the expert. The expert on the other hand has created a
character in which his conscious awareness is more filled in and faciliiabed

character than self. This would also explain why the expert ranks higher inarenass
scale as his awareness of character is far greater than the asaresef, as it would

seem to be the case for the novice. The two items statistically sep#natiexgpert from

the novice to the greatest extent are not surprisingly centered on sadfioefland
conscious focus. These attributes point towards a condition in the actor that is very much
rooted in a psychological behavior. In terms of awareness, these results paids towa
more efficient cognitive functions within the expert. These cognitive functitovg e
actor to stay in character and operate out of the character level of consssolismgng

the effect of the self. Conscious focus is the other item contained within the asgarene
scale that expert and novices differed significantly on. According to the dual afodel
awareness, the expert has constructed a schema or network of information for their
character in the psyche that is superior to that of the novice. Therefore, it would be
expected for the expert to have to elicit less conscious effort, or etiorttfre self, to
maintain the character he has constructed. The evidence that conscious fosus §&em
rated higher among novices supports the notion they havesalbneorking in the dual
process than that of the expert.

Like the awareness scale, the craft scale had direct correlatitres eéxpertise of
the subject. Craft had much closer relationships to expertise than awareness and the
results are seen in the group statistics of tables 4.5 and figure 4.51. In nystiestef
craft the separation between the novice and the expert was greater than tivatlobse

between awareness and expertise. This is perhaps because of the high amount of
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emphasis placed on actor training, and a large majority of the study subjectdeaadt at
little bit of formal education. Therefore, it could be argued the subjects who were
seeking an education in the performance field understood the importance ofg¢aenin
craft and thus recognized their own expertise or inexperience more iy
performer who is not familiar with formal training.

The categories furthest apart in terms of the novice and expert were the ones
centered on this notion of training. The item focusing on a high degree of craft and the
item focusing on technique had the most apparent differences, with novices ragng quit
lower than the experts. This seems to point towards the actor’s acknowledgerhent of t
existence of some type of craft or technique to successful acting. Thdseidesntify
the actors’ self-diagnosis that acting involves an intrinsic skill or technagoe
successful. The dual process model of awareness suggests more developgd cognit
functions, perhaps developed through training, which allow the more experienced actor t
create a more thoroughly fleshed out character.

As evidenced by the craft scale and the awareness scale, craft aadessdioth
have a direct relationship to expertise. As the expertise of an individual exsEadoes
the level of craft the individual achieves. Additionally, as the expertise odandual
increases so too does the awareness of character in the psyche of the astaisoThi
means that as the individual’s expertise increases the awareness ofreglee This
idea of self and character existing simultaneoissiige defining characteristic of a dual
process of awareness. Because awareness and craft appeared to be/ selatesal
was interesting to see if the items from both categories when combined woelcishar

similarities. A rotated component matrix was run combining the items from both
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categories into one statistical grouping of seventeen items. The respitesseted in
table 4.6.

The two areas of interest, awareness and craft, actually contain sietdisti
separate statistical categories. These categories arecrgpres table 4.6 as
components one through six. Out of these six components there were three that
contained statistical significance in relation to one another. These tbrgergys were
novel because they showed statistical significance with items fromeditfgroupings.

One of these components had items from awareness and items from craft that had a
statistical relationship. It was decided to take these three groupings asthtisteal
grouping to find out if, compared to the extreme grouping of the experts vs. the novices,
there was a statistical relationship. This basically created threestales similar to the
scales created for awareness and craft.

Component one showed the strongest convergence with four items defining its
characteristic. All four items were contained under craft and are aw$olBelieveable,
Creating Tactics, Circumstance, and High Degree of craft. This meaatfthe
guestions were all questioning the same statistic. It was decided tisiscaianeasure
would be defined as ‘Creativity’ and the scale would be derived from the four items
statistically significant within component one. Creativity was chosen asdhsure
because it seemed to be the determining factor connecting all four iteeeginG@and
implementing character were the focus of the items so creativity @assed all four
adequately. Component three saw two items that were statisticallsirete one
another. Unlike component one, both of these items were contained within the awareness

category. The two items were Recollection and Forgetting. These twontadessince
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together because they both were identifiable to the concept of memory. Both lines of
guestioning, contained under the awareness category, asked the subject to idéntify wi
cognitive processes such as going up on a line and being able to recall fjoastgrae.
Therefore, this new scale was termed, as the ‘memory’ scale.

The second component was the most interesting because it yielded theee item
statistically significant to one another but from different categorie$ocRe and Pursuit
both fell under the awareness category, while Technique, which was clegidyea
item, fell under the craft group. Because of the items’ similarities eridexy technical
prowess, this scale was termed ‘technique’. The three components yieddistgcat
potential were than compared through a statistical grouping with thenexgr@up of
experts and novices. The results are displayed in table 4.7.

The results of the group statistic were quite interesting. The newly dedelope
Memory and Technique scales turned out to be very similar in rating when lookinegy at
expert compared to the novice. Perhaps memory and technique are more common to
both or are developed at a steadier pace as the actor gains experience. RBerhaps al
larger or more diverse sample size might yield a correlation betweenttteescales and
expertise. What was interesting about the results was the new “Gyéatnale.

According to table 4.7 and figure 4.71, the level of creativity is directlyee fiat

expertise. The expert rated significantly higher in creativity than theeosnd the
independent samples tests proved the relationship to be statistically sigrafi€a004.

This means the expert has some cognitive process going on within the psyche that is
uniquely creative and more developed than that of the novice. Something is happening in

the mind allowing the expert to have a more creative prowess.
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Implications for Further Research

There appears to be at least some statistical evidence supporting thesieiat
between expertise and awareness. It has also been discovered therea@zistaship
between expertise and creativity. Further research pursuing these tdaworareness
and creativity could delve deeper into just how the actor creates and orgasiaehldr
character in the mind. The following is a proposal for possible experimentatiog test
the depth of character development of the actor across time. Developing aectisvact
a cognitive psychological perspective entails creating a rich scliemavhich to pull
character. A dual process approach allows the actor to create this charaletstill
maintaining the psyche of the self. However, it would be expected the actor with more
expertise could develop a far richer schema because the cognitive processasgeness
of character, as we have shown above, is greater in the expert than in the novice.

| strongly believe the organizational structure of concept maps mirrors how our
own minds, and the mind of the actor, store information. The hierarchy created from a
concept map is in close relationship to the manner in which memory is stored long term.
Raymond Gibbs writes, in his tekimbodiment and Cognitive Scienttegories in
psychology, like the dual process theory proposed here, seek to explain a process for
categorizing such concepts in a conceptual memory structure (Gibbs 81). Secondly,
concept mapping may have an intrinsic value for actors. Constructing theictenar

development in the same manner the mind encodes could yield valuable benefits in the
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creative process and possibly lead to a richer character whose givenstamces are so
deep and engrained in the actors’ psyche the actor has almost made his jol_aasigr
concept mapping will allow empirical data to be gathered. That is to sayngyarki
actually creating the concept map actually aids the actor in creatingeamdepth
character. As my approaching analysis will demonstrate, it will be pessibksign a
numerical value to character development. It will be empirically possildefine the
depth of the actor’s development of a character that exists outside of the conscious
awareness of himself, implying a dual process is at stake.

The first part of the experiment consists of the actor’s ability to creaiacept
map. To aid in this aspect, the actor will construct the map using guidelines set out
through the distribution of an instruction sheet. This document will detail how the actor
is to go about mapping their character. For example, when creating a concept map one
does not want to begin by formatting and building the actual structure of the map.
Instead, as detailed in the handout, the actor begins by brainstorming and having a free
flowing, unhindered, conscious evaluation of their character. | borrow some
methodology from Dr. Hershey and his extensive understanding and use of concept
mapping. In his psychology courses, Dr. Hershey gives out instructions to aid tle¢ subje
in creating a map. Some of these instructions include having the subjectsisitd li
words related to the concept, selecting general concepts, and forming the map
systematically from these proceeding exercises. During this timetar may jot down
things about his character including physicality, emotional states, climgthgbsgical
restraints, time period, relationships etc. | expect to find all of the aetwalgsis to

filter into the categories outlined in Figure 3. The final step put to the actors is to
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construct their maps usitigks andnodesdetailing how they are connected when
possible. The propositions created from this mapping process will serves asthe foc
point for an empirical evaluation and analysis.

There are two main approaches to analyzing the depth of character development
statistically. This analysis will highlight the differences betwegyeds and novices in
terms of their ability to enrich long-term memory, and develop strong cuestrieval in
later performance. The first approach seeks to create an index for whatalvidepth
of DevelopmentUtilizing a three level point system for analyzing each proposition of a
subjects’ mapping exercise will render tBigpth of Development Indejt is important
to note, a proposition is two nodes and the link that connects them. Therefore, | anticipate
one node may have several links to it and each one of the corresponding links connects to
a different proposition. That is to say, one singular node may result in multiple
propositions. The point system will be structured as follows: The subject/alitoe wi
assigned one point if the proposition created is the sole result of reading phe Flois
point identifies the proposition as simple, relatively uncreative, and lackingkéhor
technique other than the ability to read or be read to. The subject/actor waidpeeds
two points if the proposition has scriptural integrity but has been detailed or edhanc
outside of known script components. This point seeks to hone in on the actor’s ability to
analyze the script, infer, and make character choices committed to thivearimhe
subject/actor will receive three points for a proposition not found in the scriptithat st
holds up the integrity of the narrative or seems to support other propositions being made.
This point focuses on the creative aspect of craft and technique | expect will sot be a

prevalent in novices. Since many of these point assignments may lend themselves to be
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seen as subjective, an inter-rater will be used to validate this type of mgrtrasnt
coding schematic. The inter-rater will be another individual who has the merit,
gualification, knowledge, and training to make appropriate designations ifegra g
exercise. Finally, a statistical index will be created to assign a rraheaiue to the
actor’'s development of the character. Based on the point assignments, it is my
expectation experts will have a far higher index value than novices. This route of
analysis will provide a statistical value to actor’s development of clearaictl depth of
detail. Through this analysis | hope to be able to illuminate the differeneedrethe
expert and the novice and the ability of the expert to enrich their long-terrornem
character representation to a higher degree than the novice.

The second route of empirical study for the concept mapping exercise isdocus
on the analysis of multiple maps over time. Since the subject matter is actbrs,dase
the time frame would be the rehearsal process. The concept mappingeexerdis be
given to the actors during three specific time periods in their charactdopieent. The
first exercise would be given after the very first week of rehearsal.isTaisaluable
time to collect data because several milestones have already odoutrerlactor. The
actor has experienced the first read through, perhaps extensive table work, gunst may
be starting to block the show. At this point, the actor should have knowledge of his
character; to what degree of depth is the subject of our exercise. The second mapping
exercise will be administered during technical rehearsals. Thisosdatigne to collect
data, not only because the actors may be sitting around for hours but also because,
developmentally, the character has finally reached the end of working edhedrkis

means, generally, most of the major decisions for the production have been made. At this
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time in the rehearsal process the actor may just be “polishing” up scenes. pirthis

the expectation would be for a more deeply developed since of character nmanifeat
more deeply developed map. Again, this reinforces why mapping is a good form of
analysis because of its intrinsic value to mirror the existence of thectdrarathe

actor’s long-term memory. It is of interest to note this period of the pros¢estzaps

the purest form of interaction between the two levels of awareness occusrthegactor

is forced to think and operate out of both the characters’ psyche and his own. The final
exercise will be given after the show closes. This is an optimal time tdiget a

character mapping because of what every actor goes through during desssakand

the run of a showthey discover new thing®dd costumes, lights, scenery, makeup,
curtain calls, intermissions, notes from directors, and exhaustion anddistangemew
things about themselves and their characters. This is why a final calle€theappings

for the actors should be done after closing, because their representation déchaasic

be enriched more at this point than at any other point in the process and decay hias not ye
come in to consideration.

The three mappings will then be graphed individually based on a number of
different quantitative characteristics. Those characteristicsnwillde number of
propositions as well as categorizations of propositions falling under the four main
categories listed in Figure 3. Statistically graphing the changepping from Exercise
1 to Exercise 2 should yield an index of depth of characterization in the form of slope.
This slope can be calculated by positioning time, in the form of the three testsgim
the rehearsal period, on the x-axis. Different y values could be used to cresatndiff

graphs. A potential y sample size might include the number of propositions, number of
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three-point, two-point, and one-point propositions, and the number of propositions falling
under certain categories of development such as given circumstance and dlimate
expect to observe the slopes of the experts to drastically differ from thatrafice in
several instances. Firstly, | expect for the beginning mapping exevgrgsd the

expertise at a higher point of character development. | also anticipaté¢hie first

exercise to the second for the expert’'s depth of character to exceed thaimfitieeto

the extent that the slope may be slightly higher for the expert but concludeeat m
elevated peak. Again, from the second mapping exercise to the third | expecito see
slight increase in slope in comparison between the expert and the novice. It would not
surprise me to see similar slopes positioning the expert at a higher point abmitia

along the y-axis than of the novice. The results of this graphical represemati
character development will provide more evidence of the difference exigtingen the
psyche of the expert actor and that of the novice. The difference at stakpgeaesdo

be in the ability of the actor to create a schema or propositional network, warah | t
character representatiom long-term memory for future retrieval and utilization in the

active consciousness of the actor’s awareness which we refer to as woekirogym

Conclusion
Psychology and performance are tied together more tightly than amgtiotle in
history. Both psychologists and performing artists are becoming more and more
intrigued with what the other discipline can illuminate about their own. Theatrejeur
around the country are calling for papers containing cognitive approaches to
performances and devoting entire issues to the pursuit of a psychologicalamitiagst

of creating. Likewise, psychologists, counselors, and practicing psystsiaire

79



discovering the power of role-playing and treatments such as Drama Thetapy
impossible to get inside the human brain and evaluate the functions and processes on
hand. However, through understanding the creative mind it is possible to begin
identifying the creativity that makes the human being a novel creature.

The aim of this thesis was to attempt to identify a working mode of thevereati
mind of the performer. Using a cognitive psychological perspective a swasegreated
to identify the role of awareness and craft on a sample of actors. A scaleatasl c
identifying the actors as experts or novices. This scale was thencstlyisompared to
a measure of awareness and a measure of craft. It was revealed trietecredates
directly to both craft and awareness. Creativity was also identified rag die¢ctly
related to the expertise. These results seem to point towards a speciavgthafitthe
expert. It is the contention of this author that the expert posseses a more developed se
cognitive processes that allow him or her to utilize a dual awareness ®anddive out
a created character. These processes are developed out of experiensal rahdar
research and increase the potential Ivel of creativity available totthre &erhaps in the
future exercises will be developed to address certain cognitive processeation
allowing the actor to create a role based on a personal scientific knowleldge bfs or

her psyche functions artistically.

80



REFERENCES
Baddeley, Alan.Essentials of Human Memorjast Sussex: Psychology Press Ltd,
1999. Print
Baddeley, Alan.Working MemoryOxford: Clarendon Press, 1986. Print

Blair, Rhonda. “Acting, Embodiment, and Text: Hedda Gabler and Possible Uses of
Cognitive ScienceTheatre Topics20.1 (2010) 11-22. Print

Cook, Amy. “Interplay: The Method and Potential of a Cognitive Scientific Approach to
Theatre"Theatre Journal: Performance and Cognitic®.4 (2007): 579-594.
Print.

Damasio, Antonio.The Feeling of What Happenblew York: Harcourt Brace &
Company, 1999. Print

Diderot, Denis.The Paradox of ActingNew York: Hill and Wang, 1957. Print.
Edelman, GeraldSecond NatureNew Have: Yale UP, 2006. Print
Gazzaniga, Michaelhe Mind’s PastBerkeley: U of California P, 1998. Print.

Gibbs Jr., Raymond WEmbodiment and Cognitive Sciend@ambridge: Cambridge
UP, 2006. Print.

Hagan, Uta.Respect For ActingNew York: Wiley Pusblishing, 1973. Print.

Hanna, Robert, Evan Thompson. “Neurophenomenology and the Spontaneity of
ConsciousnessThe Problem of Consciousnes3algary: U of Calgary P, 2003.
133-162. Print.

Hapgood, E.R.Stanislavski’'s LegacyTheatre Arts Books, 1958. Print.

81



Hoffman, J and F. Klix Ed. “Differential Investigations on the Role of the Menmory i
Cognitive ProcessesAdvances in Psychology: Cognition and Memory.
Amsterdam: North Holland, 1980. Print.

lacoboni, MarcoMirroring People.New York: Picador, 2009.

Jacobs-Lawson, Joy M. Douglas Hershey. “Methods and TechniGoesept Maps As
an Assessment Tool in Psychology Courdgd..OKState, UP, 2002. Print.

Klein, David. Trance and Acting: A theoretical comparative study of acting and altered
states of consciousness and a survey of the implications in current actor training
and craft. Diss. Florida State U, 1993. Tallahassee: Florida State U, 1993. Print

Lutterbie, John.Hearing Voices.Ann Arbor: U of Michigan P, 2000. Print.

Noice, Helga, Tony Noice. “What Studies of Actors and Acting Can Tell Us About
Memory and Cognitive Functionin@urrent Directions in Psychological
Science.15.1, 2006. Print.

Pineo, Barry.Acting that MattersNew York: Alworth Press, 2002. Print.

Raichle, Marcus E. “Automaticity: from reflective to reflexive imf@tion processing in
the human brainCognition, Computation, and Consciousne&sford: Oxford
UP, 1997. Print.

Reed, StephenCognition: Theories and Applicationg” Edition. San Diego: Thomson
Wesworth, 2007. Print

Rosenberg, HaroldAct and the ActorNew York: The World Publishing Company,
1970. Print.

Soon, Chun Siong, Marcel Brass, and Hns-Joschen Heinze. “Unconscious determinants
of free decisions in the human braiMature Neurosciencell.5 (2008): 543-
545. 2 April 2010. Web.

Yiend, Jenny Edt. “Experimental cognitive psychology and clinical practice:
autobiographical memory as a paradigm c&&jnition, Emotion, and
Psychopathology: Theoretical, Empirical and Clinical Directionmited
Kingdom: Cambridge UP, 2004. Print.

Zarrilli, Phillip B. “An Enactive Approach to Understanding Actingheatre Journal:
Performance and CognitionVol 59.4, Dec. 2007. Pg. 635-648. Print.

82



APPPENDICES, FIGURES, & TABLES

Appendix 1
SURVEY

PART |
Please answer the following questions to the best of your ability, being as accurate as possible.
Rate your tendency to do the following: 1- | never do this
5- | always do this

Refocus to your character when you become aware of yourself in performancg) 3|4 | 5
After performance, | easily separate myself from my character. 1/2(3[4]|5
Pursue strong clear objectives as your character. 211314 |5
Change tactics, improvise, & recover while in performance 21314|5
Easily recall lines during a performance. 43|45
Analyzing or self-reflecting while performing. (3|45
Forgetting a line while in performance. 1/2[3|4|5
Have a difficult time recalling lines/blocking during performance 213/4|5
| don’t have to consciously focus on my characters words/movements. 2(3|4|5
PART I

Have you ever been paid to act? Yes | No
Have you ever acted in a professional company or tour? Nes
Have you ever acted under a professional contract? Nes
Have you ever had professional acting training outside of an educational seieg)?No
Have you received a degree in acting? Yes| No
Have you ever been a member of an acting union? Xes
Are you qualified to or have you ever taught acting? Yo

Do you consider yourself a professional actor? Yi®e

How many years have you been performing?
How many roles have you played professionally?
What is your age?
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What is your education?
What is your race?

PART 11l
As actors one observes many times there are successes ands failurevery
performance. Based on your past experience rate yourself as closplyssible in
regard to the following criteria.
How successful were you at the following: 1-Not at all successful
5-Completely successful

Creating a believable character. 112/3(4|5
Creating and implement tactics for you character. 213|415
Remembering exactly what you did immediately after exitirggperformance1 |2 |3 |4 |5

space.

Incorporating self-characteristics into your character. 213|415
Easily recalling your movement during performance. 213/4|5
Creating detailed imaginary circumstances about your character. 112|345
Bringing a high degree of craft to your performance. 21314|5
Having a system, routine, or technique for learning material (lines, block,|eic)2 | 3| 4|5

PART IV

Please respond to the following questions as best as you can by whatewsr yoa
choose.

What do you think about while you are performing? What is going through your head?
How can you best describe how you think and feel after a performancéeel you
succeeded at?

Describe, to the best of your ability, what is going on in your head when you drop a line

Describe, to the best of your ability, what you do immediately before you go on stage

Describe, to the best of your ability, what “gets you into character”.
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Appendix 2
CASE STUDY

The purpose of this study is to identify and analyze how it is an actor creatbss
character. More specifically, how the character exhibits manifests tlwugh the
mind of the actor.

Throughout the rehearsal and performance process you will complete thelfowing
exercise a total of three times. The exercises are structured in a way tenefit you
as an actor while simultaneously participating in the research.

For this case study you will be asked to create visual character repregations.
These representations are based on your character work and most closingegtle
a web diagram or concept map. The exercise can be done at home but no
collaboration is allowed with fellow actors participating in the stug/ and or any
other person.

GENERAL INSTRUCTIONS

Obtain a blank piece of paper. On this sheet of paper you will create a
diagram that links together the characteristics you believe to exist aspart of your
character. These can include any type of character quality, both qualities
originating in the text and attributes you create. However, the diagram should be
exhaustive and include every possible facet of your character and their given
circumstance. Likewise, the diagram must be organized into a hierarchyith
subcomponents classified under more general categories. For examgf | was
building a diagram about fruit it might look like this in a basic sense.

FRUIT
BANANA APPILE
Yellow Potassiur Lona Rounc Juice Rec
1. Take your time, be complete
2. Your Diagram should be as detailed as you can make it
3. Complete the exercise in a single sitting
4. Start by simply listing ideas, brainstorming, and free writing, takes as

much time as you need.
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5. When you feel you are ready, begin to construct your diagram

6. When you list an item as subordinate to another be sure to comment on
the line connecting the items with a specific relationship. Ask youeff,
“What connects these two itmes?” Then, write down that connection on
the line. For example, in the example presented above, on the line
connecting “Banana” to “Yellow” you may write “is” or on the line
connecting “Banana” to “Potassium” you might write “contains”.
Remember, this a basic example, do not be hindered by our own
creativity or any aspect of your character. Write/Connect Everything.

7. Fee free to erase, augment, and alter if you see fit as long as you stay
within the 3" instruction.

8. Start with your character’'s name as the main heading and begin linking

9. When done, look over your map and make sure all of your links are

complete and make sense to you and your character.

Figure
3.1




Figure 3.2: Dual Process Model Expert in Performance
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Figure 3.1: A Long Term Memory Representation Model of GliaraRepresentation

Table
4.1
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Statistics

ExtremeGrp
N Valid 53
Missing 27
Mean 4340
Median .0000
Minimum .00
Maximum 1.00
ExtremeGrp
- Cumulative
Frequency Percent Valid Percent Percent
| Valid .00 30 37.5 56.6 56.6
1.00 23 28.8 43.4 100.0
Total 53 66.3 100.0
Missing  System 27 33.8
Total 80 100.0
4.2
Independent Samples Test
t-test for Equality of Means
t df Sig. (2-taileeh— J
Awareness scale score Equal variances -2.115 51 039
based on 9 initial items assumed
Equal variances not -2.107 46.772 .041
assumed 1
Craft scale based on 8 Equal variances -3.496 51 @
craft items assumed
Equal variances not -3.574 50.433 .001
assumed
Table
4.3

T-test Awareness vs. Extreme Groups
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Table
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Group Statistics

: Std. Error
ExtremeGrp N Mean Std. Deviation Mean
Refocus .00 30 4.0000 .83045 15162
1.00 23 4.0870 .84816 .17685
SeperationReverse .00 30 2.2333 .89763 .16388
1.00 23 2.4783 1.20112 .25045
Pursuit .00 30 4.1667 .69893 12761
1.00 23 4.3478 .71406 .14889
Tactics .00 30 3.7333 .78492 14331
1.00 23 3.9130 .84816 .17685
Recollection .00 30 4.2333 1.00630 18372
1.00 23 4.4348 .78775 .16426
SelfRefReverse .00 30 3.0000 .98261 17940
1.00 23 3.6087 1.07615 .22439
ForgettingReverse .00 30 3.9000 .75886 13855
1.00 23 3.9565 .97600 .20351
Diffrec .00 30 1.8333 .83391 15225
1.00 23 1.5217 .73048 .15232
ConsciousfocReverse .00 30 2.6667 .95893 .17508
1.00 23 3.1739 1.19286 .24873
4.4
Group Statistics
Std. Error
ExtremeGrp N Mean Std. Deviation Mean

Awareness scale score .00 30 3.3074 .32842 .06996

HEESU ot intiel e 1.00 23 | 35024 33813 07050

Craft scale based on 8 .00 30 3.4542 37354 .06820

CELeimS 1.00 23 | 3.7935 31670 06604

Figure
4.5
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4.5, COExpert B Novi
417
3.517]
317
25177
2171
1.577]
117]
0.517]
O i -
Believable Exiting Movement HighDegree
Table
451
Group Statistics
Std. Error
ExtremeGrp N Mean Std. Deviation Mean
Believable .00 30 3.9667 49013 .08949
1.00 23 4.3478 57277 .11943
CreateTactic .00 30 3.8667 .62881 .11480
1.00 23 4.1304 .62554 .13043
ExitingReverse .00 30 2.5667 1.04000 .18988
1.00 23 3.2174 1.04257 21739
Incorporating .00 - 30 3.9000 .75886 .13855
1.00 23 3.7826 .90235 .18815
MovementReverse .00 30 2.2000 76112 .13896
1.00 23 22174 1.08530 .22630
Circumstance .00 30 3.7667 .89763 .16388
' 1.00 23 4.1304 1.01374 21138
HiDegCrft .00 30 3.6000 77013 .14061
' 1.00 23 4.3913 .72232 .15061
Technique .00 30 3.7667 .93526 17075
1.00 23 4.1304 .69442 .14480
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Table

4.6
Rotated Component Matrix@
Component
1 2 3 4 5 6
Refocus <038 .679 .194 192 101 104
SeperationReverse -.253 .281 .235 -.025 -517 .014
Pursuit .301 .601 .088 .189 .328 -179
Tactics 145 .104 107 .715 .268 .058
Recollection .168 -.047 .704 .056 .363 -.170
SelfRefReverse .201 -.331 .355 529 -.450 -.046
ForgettingReverse .078 A17 .796 -.003 -.086 .070
Diffrec -.301 -.281 -.497 .027 .080 -.003
ConsciousfocReverse .041 -.205 .162 -.678 .071 112
Believable .764 -.087 .226 .070 -.106 .022
CreateTactic .662 .105 157 .386 142 -.009
ExitingReverse .031 -.106 .199 -.145 .001 .795
Incorporating -.105 .165 .183 .097 677 -.130
MovementReverse -.105 -.022 -.286 .091 -175 .748
Circumstance .644 .285 .068 .030 271 -.210
HiDegCrit 668 461 .040 -.242 -173 .051
Technique .240 .686 -.008 .043 -.136 -.231
Extraction Method: Principal Component Analysis. )
Rotation Method: Varimax with Kaiser Normalization.
a. Rotation converged in 8 iterations.
4.7
Group Statistics
Std. Error
ExtremeGro N Mean Std. Deviation Mean _
Creativity based on mean .00 30 3.8000 .52686 09619
gfreBaetlclaeTv:(g:g Circum, 1.00 23 | 4.2500 53831 11224
HiDeCra
Based on mean of .00 30 3.9778 63084 11517
-?22%%‘#3&5 st 1.00 23 | 4.1884 52055 10854
Based on mean of .00 30 4.0667 .73968 .13505
HgeliSclioniand figeting 1.00 23 | 41957 79400 16556
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Table

471
Independent Samples Test
t-test for Equality of Means

1 df Sig. (2-tailed)

Creativity based on mean Equal variances ' -3.053 51 .004
of Believab!e, _ assumed

CigaR Tagte: Clrcm: Equal variances not 3044 | 46.964 004
assumed

Based on mean of Equal variances -1.297 51 .200
Refocgs, Pursuit, assumed

TiSchnigus Equal variances not 11331 | 50686 189
assumed

Based on mean of Equal variances -.609 51 .545
recollection and forgetting  assumed

Equal variances not -.604 45.675 .549
assumed
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