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Introduction

Acting is a complex and elusive art to define. Yet almost everyone can tell good acting from bad acting—or good acting from brilliant acting. Why can one actor be riveting in a play and another actor be dull and boring in the very same play, doing the same character, the same lines? If it were just the script, the beauty of its language, the artful turn of a phrase, we would only need readings. But the words are not just read with sterility from the page. They are performed and brought to life by actors.

Every actor knows that discovering and understanding your personal pain is an inherent part of the acting process. This has been true since Stanislavski. The difference between the Chubbuck Technique and those developed in the past is that I teach actors how to use their emotions not as an end result, but as a way to empower a goal. My technique teaches actors how to win.

If you look closely at virtually all drama and comedy—in fact, all literature—you will find that the will to win is the one constant element. In every story, a character wants or needs something (their goal)—love, power, validation, honor—and the story documents the way in which they try to win that particular desire or need. While what and how the characters try to win is defined in many ways and takes many forms and shapes, when you distill these goals down, you find that every character’s conflict and struggle is about fighting to win whatever their goal is.

I teach actors how to win because this is what people do in real life! They go after what they want. Interesting and dynamic people go after  what they want in interesting and dynamic ways, creating greater emotion and intensity in realizing these goals. They do this subconsciously, whereas the actor must understand himself thoroughly and have the tools to break down a script in order to make this interesting and dynamic behavior appear and feel like a subconscious process. The Chubbuck Technique stimulates this behavior, allowing for this natural and powerful human drive to be realized.

The Chubbuck Technique grew out of my search to understand and overcome my own personal traumas—particularly, how they impacted my acting and my life. I had no idea how powerful and profound this concept would become.

I grew up with a distant/dysfunctional/workaholic father and a physically and emotionally abusive mother. I developed deep-seated abandonment issues and felt unworthy of being loved. In essence, I rose to the occasion of being diminished. As an adult and an actress, I took all my childhood and adolescent horrors and wallowed in them. I was looking for sympathy and understanding, which I thought would help relieve the suffering of my past. As any actor would strive to be, I was truly in touch with my emotional pain.

But I began to wonder, “To what end am I feeling all of this? How do the feelings and emotions from my past shape my work as an actor? How do they shape who I am as a person? How can these fractured, scattered and sometimes divergent emotions be focused to serve a character in a script?”

As a working actress, I would see so many actors who were truly dredging up deep, painful emotions, but whose work seemed self-indulgent. I realized that having deep and profound feelings didn’t necessarily make me a deep and profound person. I saw that coddling one’s pain—in life and onstage—creates almost the opposite effect. It seems self-involved, self-pitying and weak, the key characteristics of a victim. Not the most compelling choice for an actor to make.

I began investigating how to put the legacy of emotions I had inherited to better, more effective use in my work. When I examined the lives of successful people, I noticed that they seemed to use their physical and emotional traumas as a stimulus, not to self-indulgently suffer, but to inspire and drive their great achievements.

I suspected that very same formula could be applied to actors and their approach to their work. I watched the great actors of our time and I saw in their performances the same emotional drive to overcome adversity, and, in fact, to use those very obstacles to necessitate achievement of a goal and win. In their performances, great actors were instinctively mirroring the behavior and nature of great people.

I needed to create a system that would reflect and guide this process. A system to replicate real, dynamic human behavior. A system that, once the actor committed to making fearless choices, would guide and empower the actor to use their own pain to win their character’s goal. A system that would also provide a way to craft risky choices that would allow an actor to break the rules and make new rules, inspiring exceptional work and characters. A system that would create an emotionally heroic character rather than a victim.

I realized that an actor must identify their character’s primal need, goal or OBJECTIVE. With this OBJECTIVE in mind, the actor must then find the appropriate personal pain that can effectively drive this OBJECTIVE. After working with this idea for a while, I understood that the pain must be powerful enough to inspire an actor to fearlessly commit to doing whatever it takes to WIN their OBJECTIVE. If the emotions were not strong enough, then there wasn’t enough there to help the actor sustain their fight to win. But when the appropriate personal pain is paired with an OBJECTIVE, it connects the actor to their character’s predicament, making winning the OBJECTIVE real and necessary for them as a person, not just as an actor playing a part. With this new approach, my cutting-edge technique was born.

I began working to refine this theory of overcoming personal pain to empower a performance into a technique. I had to figure out how to help actors find a way to psychologically personalize and feel their character’s drive to win as their own.

Once I began applying these concepts I found the process so personally enriching that it literally took over my life. I began teaching seven days a week, many hours a day. Because I primarily taught and coached working actors, word spread through the professional acting community quickly. I opened an acting studio. Shortly thereafter, the studio had a rather lengthy waiting list. I never advertised and refused to do any promotion or have my school listed in any of the trade publications for actors. I didn’t even have a website. In fact, for a number of years, my studio’s telephone number was unlisted. I wasn’t being snobby or arrogant, I just figured that if an actor really wanted to find me, they would. Some people went to great lengths to get into my class, sometimes taking months just to get the school’s phone number. As a result, I attracted those who were truly dedicated to the craft—whether they were a writer, director or actor. I truly believe that the quality of my students, the majority of whom are committed, working actors, has been a part of elevating and advancing my technique.

Over the past twenty years, I have coached thousands of actors on thousands of parts in literally thousands of movies, television shows and plays. These actors are a living (and acting) research lab for my acting technique. Often, I have coached several actors auditioning for the same part in the same movie. I have seen, firsthand, what works and what - doesn’t. Over time, I have identified the common denominators of what is most effective. When I would see certain approaches succeed again and again, I would develop, explore and refine them until they were easily reproducible. When my actors would get parts or win great reviews and awards, I found that it frequently came from using similar fundamental tools, all rooted in basic human psychology and behavioral science.

Another pattern I’ve observed over time is that my acting technique has a tendency to bleed into an actor’s personal life. To actually use adversity as a way to overcome it and win is so inspiring and effective that many of my actors unconsciously incorporate this way of being into their lives, becoming more personally realized and empowered. They take the victimization out of their lives, as they do for a scripted character.

What’s important for you as an actor or a director, screenwriter, or even a non-actor who wants to learn how to use your pain and win your goals, is that I have a technique that profoundly deepens actors’ performances and changes their lives.

This book will give you the precise methodology for the Chubbuck Technique, which is ultimately a rigorous, step-by-step, nuts-and-bolts script analysis system. A script analysis system that will help you to access your emotions and give you a way to not just feel them, but use them with dimension and power. The Power of the Actor will show you how to take your conflicts, challenges and pain and turn them into something positive, both from the standpoint of the character you are portraying and the human being behind the character.

Throughout my career as a teacher I have received many personal cards, notes and letters from my students expressing their gratitude for the technique, which seems to always change an actor’s, writer’s and director’s life and career. Let this book be my way of saying “Thank you” right back. For I’ve learned just as much, if not more, from my students—through who they are as people and their diverse life experiences—as they have from me.




PART I

The 12-Step Chubbuck Acting Technique

An actor who merely feels tends to turn his performance inward and does not energize or inspire himself or an audience, whereas watching someone do anything and everything to override pain in an attempt to accomplish a goal or an OBJECTIVE puts an audience on the edge of their seats, because the outcome becomes alive and unpredictable. Taking action results in risk and, therefore, an unexpected journey. It’s not enough for an actor to be honest. It’s the actor’s job to make the kind of choices that motivate exciting results. You can paint a canvas using real oil paint, but if the final painting isn’t a compelling image, no one will want to look at it.

This technique will teach you how to use your traumas, emotional pains, obsessions, travesties, needs, desires and dreams to fuel and drive your character’s achievement of a goal. You’ll learn that the obstacles of your character’s life are not meant to be accepted but to be overcome, in heroic proportions. In other words, my technique teaches actors how  to win.

More than two thousand years ago, Aristotle defined the struggle of the individual to win as the essence of all drama. Overcoming and winning against all the hurdles and conflicts of life is what makes dynamic - people. Martin Luther King, Jr., Stephen Hawking, Susan B. Anthony, Virginia Woolf, Albert Einstein, Beethoven, Mother Teresa and Nelson Mandela all had to overcome almost insurmountable struggles in their lives to achieve their goals. Indeed, the greater the obstacles and the more passion these people brought to overcoming their obstacles, the  more profound the achievement or contribution they made. They didn’t become amazing, accomplished people despite their challenges, but because of them. These are qualities we want to duplicate in characterizations. It’s much more captivating to watch someone who’s trying to win against the odds than someone who’s content to put up with life’s travails. A winner doesn’t have to actually win to be a winner—a winner tries to win, a loser accepts defeat.

The better you know yourself, the better an actor you’ll be. You need to understand what makes you tick, profoundly and deeply. The following twelve acting tools will help you to dig into your psyche, allowing for discovery and a way to expose and channel all those wonderful demons that we all have. Your dark side, your traumas, your beliefs, your priorities, your fears, what drives your ego, what makes you feel shame and what initiates your pride are your colors, your paints to draw with as an actor.

 

The twelve tools:1. OVERALL OBJECTIVE: What does your character want from life more than anything? Finding what your character wants throughout the script.
2. SCENE OBJECTIVE: What your character wants over the course of an entire scene, which supports the character’s OVERALL OBJECTIVE.
3. OBSTACLES: Determining the physical, emotional and mental hurdles that make it difficult for your character to achieve his or her OVERALL and SCENE OBJECTIVE.
4. SUBSTITUTION: Endowing the other actor in the scene with a person from your real life that makes sense to your OVERALL OBJECTIVE and your SCENE OBJECTIVE. For instance, if your character’s SCENE OBJECTIVE is “to get you to love me,” then you find someone from your present life that really makes you need that love—urgently, desperately and completely. This way you have all the diverse layers that a real need from a real person will give you.
5. INNER OBJECTS: The pictures you see in your mind when speaking or hearing about a person, place, thing or event.
6. BEATS and ACTIONS: A BEAT is a thought. Every time there’s a change in thought, there’s a BEAT change. ACTIONS are the mini-OBJECTIVES that are attached to each BEAT  that support the SCENE’S OBJECTIVE and, therefore, the OVERALL OBJECTIVE.
7. MOMENT BEFORE: The event that happens before you begin the scene (or before the director yells, “Action!”), which gives you a place to move from, both physically and emotionally.
8. PLACE and FOURTH WALL: Using PLACE and FOURTH WALL means that you endow your character’s physical reality—which, in most cases, is realized on a stage, soundstage, set, classroom or on location—with attributes from a PLACE from your real life. Using PLACE and the FOURTH WALL creates privacy, intimacy, history, meaning, safety and reality. The PLACE/FOURTH WALL must support and make sense with the choices you’ve made for the other tools.
9. DOINGS: The handling of props, which produces behavior. Brushing your hair while speaking, tying your shoes, drinking, eating, using a knife to chop, etc., are examples of DOINGS.
10. INNER MONOLOGUE: The dialogue that’s going on inside your head that you don’t speak out loud.
11. PREVIOUS CIRCUMSTANCES: Your character’s history. The accumulation of life experiences that determines why and  how they operate in the world. And then personalizing the character’s PREVIOUS CIRCUMSTANCES to that of your own so you can truly and soulfully understand the character’s behavior and become and live the role.
12. LET IT GO: While the Chubbuck Technique does use an actor’s intellect, it is not a set of intellectual exercises. This technique is the way to create human behavior so real that it produces the grittiness and rawness of really living a role. In order for you to duplicate the natural flow of life and be spontaneous, you have to get out of your head. To achieve this you have to trust the work you’ve done with the previous eleven tools and LET IT GO.


 

These twelve acting tools create a solid foundation that will keep you present and inspire a raw, profound, dynamic and powerful performance.

My work with Halle Berry in Monster’s Ball is a good example of how this technique works. Using one pivotal scene, I’ll give you a glimpse of how we used some of the elements of my technique. In this scene, I’ll  show how we used just a few of the acting tools from my script analysis system. Keep in mind, we used all twelve steps in the final performance, but to break down each scene using all twelve tools would be a book in itself. So here’s a taste, using a few of the tools to illustrate how effective the technique can be.

Monster’s Ball is an extremely heartrending story, and Halle’s character, Leticia, is a tragic woman. We had to find a way to prevent Halle, as Leticia, from being a victim of her circumstances and thereby becoming resigned to the multitude of tragedies that her character has suffered. In the film, the heartbreak begins with Leticia taking her obese son to his last visit with his father (her husband), who is on death row and about to be executed. Shortly after her husband’s death, her son is killed in a car accident, and then Leticia is fired from her job and evicted from her home. As the story evolves, Leticia discovers that her new boyfriend—her one hope—has a horribly racist father. And, as if all this wasn’t enough, at the end of the film, she learns that her boyfriend was a part of her husband’s death and never told her. Leticia is incensed and overwhelmed.

How was Halle going to take these events and not give up? What personal experiences did she have that would relate to her character? How - could we possibly make this oppressive story hopeful, thereby allowing her character to win in the end? Once someone gives up the struggle to win, the story is over, leaving an audience unfulfilled. We applied the twelve tools, starting with determining her character’s OVERALL OBJECTIVE. Then we found Halle’s personal pain that emotionally duplicated Leticia’s and set out to overcome these issues within her performance.

 

Betrayal Scene

 

Illustrating the use of OVERALL OBJECTIVE (tool #1), SCENE OBJECTIVE (tool #2) and INNER MONOLOGUE (tool #10). • The Scene: The betrayal is established when Leticia discovers that Hank played a role in her husband’s execution and never told her.
• Leticia’s OVERALL OBJECTIVE: “to be loved and taken care of.” 



 

With all that Leticia has experienced in her past and present life, what she needs more than anything is the feeling of safety and support  that comes from being loved and taken care of. The SCENE OBJECTIVE has to support the OVERALL OBJECTIVE in order to complete an arc to the entire script and a focused journey for the actor, the character and the audience. This is the last scene in the movie, so she must resolve her journey by defeating her OBSTACLES and achieving and winning her OVERALL OBJECTIVE. To make this happen, her SCENE OBJECTIVE can’t be about the betrayal but how she gets what she wants, which is love. This makes . . .• Leticia’s SCENE OBJECTIVE: “to get you to love me.”



 

The last scene of Monster’s Ball opens with Leticia discovering her dead husband’s drawing of her boyfriend, Hank, in Hank’s belongings. The drawing indicates that Hank knew her husband, probably while her husband was on death row, and has never told her. The intention of Marc Forster, the director, was to have an unresolved ending, nothing that was too pat. Something that would leave the audience wondering if Leticia was going to kill him, herself or both of them. Although independent and art movies often have dark endings, it is my belief that everyone, even someone who’s a part of the art-house crowd, wants to feel hope (the win) at the end of a movie. In other words, provide moviegoers with an experience that will allow them to anticipate a joyful resolution in their life dramas the same way Leticia has found one in hers. We couldn’t change the script, which didn’t support a happy ending, so it was up to Halle’s performance to infuse a sense of hope and possibilities.

Hank’s omission is a huge betrayal, yet another heartbreak to add to Leticia’s long list. For Leticia, this deceit is the straw that breaks the camel’s back. She explodes with fury. We wonder if she’s going to kill him or herself or both (keeping in line with the director’s ideas). By using INNER MONOLOGUE that supported the SCENE OBJECTIVE of “to get you to love me” (not “I need to feel angry and desperate”—what person in their right mind wants that?) we changed the ending without changing the director’s vision.

To find the INNER MONOLOGUE, we had to personalize Leticia’s painful discovery, which helped Halle create her intense rage. In the film, the rage in her face says, “How can he do this to me?!” To make her INNER MONOLOGUE produce a transition from rage to a place of hope, Halle and I talked about Leticia’s survival instinct. In this scene, she must fight for Hank’s love to be real, or she’ll die. Leticia could view the discovery as an evil betrayal, which would mean that she would suffer an emotional death, possibly even a physical death. Because of her need to be loved by Hank, she is forced to find a way to perceive his lie differently. It’s possible that Hank’s motivation for lying wasn’t an act of deception, but rather an action taken that expressed an ultimate sacrifice of love. Leticia could rationalize Hank’s behavior by thinking, “He - could’ve loved me so much, he was afraid to tell me for fear of losing me once I found out. He was willing to live and be oppressed by his guilty secret because he loved me so deeply. He didn’t think he could live without me, so he didn’t act out of deceit, but out of a great love for me. . . .”

Thus, without words said out loud, strictly by using INNER MONOLOGUE, the audience was able to see exactly what she was thinking and feeling. The arc that was created by her INNER MONOLOGUE began with:• The surprise of the discovery . . .
• Which turned into a murderous rage . . .
• Which turned into hurt and confusion . . .
• Which turned into a survival need to find a way to change the horror of what she’s discovered . . .
• To actually finding the solution by viewing the betrayal as something positive . . . which allowed her to feel unconditionally loved (a feeling she’s never had before).



 

All of this is played out in Halle’s facial expressions and behavior. In the film, she processes all this before Hank returns. So when Hank comes home and feeds her a spoonful of ice cream on the front porch, she is able to look at him with love in her eyes and to say in her INNER MONOLOGUE, “After all that I have suffered in my life, your love is going to make it all better. I’m going to be all right.”

I hope that relating this specific story of the work Halle and I did together in Monster’s Ball has given you a clearer understanding of the technique. In the same way, I have found in my years of teaching that using case histories from my work with various actors has helped to create a visual that exponentially aided in the comprehension of a particular tool or aspect of the technique. In the following explanations of the 12 tools I will do the same, utilizing a broad range of stories—from actors with Academy Award status, to television, theater and soap opera actors, to up-and-coming actors from my class.




CHAPTER 1

Tool #1: OVERALL OBJECTIVE

What your character wants 
over the course of the entire script.



 

 

 

The OVERALL OBJECTIVE is the tool that gives a script a beginning, middle and end. It defines the journey for the actor as well as for the audience. All the other acting tools must serve and support the OVERALL OBJECTIVE.

If you want to be a poignant and powerful actor, you must duplicate the true behavior of dynamic, powerful people. And these compelling - people are always, in one form or another, goal-oriented. Many actors fall into the trap of believing that just being real or having real, deep emotional feelings is acting—it is not. Too many actors feel that if they have reached real tears in their work that they have successfully fulfilled the role. It’s how you use those emotions to fuel your goal that makes the art of acting exciting to play as well as to watch. Without the purpose of a goal, without the struggle to win, the purely emotional actor will be a victim to the circumstances of the script, and no one likes to watch a victim be a victim. We want to watch a person change their life, not accept abuse. 



An actor must learn to use emotions, not as an end result,  
but as a tool to provide the passion to overcome  
the conflict of the script.



 

Beyond providing the actor and the audience with something to root for and a journey to travel on, the OVERALL OBJECTIVE also infuses the action with a sense of urgency. As you know, time flies when you’re busy trying to get something done. Because the actor is going for his or  her goal in the moment and with great passion, it compresses the actor’s as well as the audience’s sense of time, causing the minutes to tick away faster, making everything a more exciting, anything-can-happen experience. The better the actor is at accessing his life experiences as a way of creating urgency and passion for the goals in the script, the higher the art. 



Ask yourself, “What does my character want from life?”  
“What is the primal goal?”  
This is the OVERALL OBJECTIVE.



 

Whether it takes place in real time or over the course of twenty years, the OVERALL OBJECTIVE is the main need that drives your character. Your OVERALL OBJECTIVE should always be a basic human need, a primal goal such as “I want to find true love,” “I want power,” or “I need validation. ”

All the subsequent tools are there to support the journey (your OVERALL OBJECTIVE) as well as to make it more crucial, detailed, deeper, significant and truthful. Man’s survival instinct makes us goal-oriented. Our emotional lives come only as a result of getting or not getting our goals. Say the OVERALL OBJECTIVE is “to be loved.” If you win your goal (OVERALL OBJECTIVE) then you’ll be happy; if you lose your goal (OVERALL OBJECTIVE) then you’ll be sad and angry.

 

Emotions are a reaction to an action, not the other way around.

 

Finding your OVERALL OBJECTIVE first keeps you from having to pump up emotions before you begin acting, and it allows the emotions to emerge in a more natural, human way. It’s a lot easier than spending an hour before performing remembering some awful past memory and trying to keep it alive. If you’re attempting to pump up emotions from some disconnected place, the result is emotional vomit. And, as in life, throwing up is pleasant neither for the participant nor the viewer. It becomes an emotional explosion, accomplishing nothing.

More importantly, working scene to scene to win your OVERALL OBJECTIVE creates real behavior in every scene. As you fight for your character to overcome every obstacle, to achieve the OVERALL OBJECTIVE, real and unique behavior will instinctively emerge in your journey to achieve your goal. Your pure concentration on accomplishing a goal makes you unaware of what you look like, and allows your naturally distinctive mannerisms and quirks to come forward. It’s this kind of real behavior that generates in-the-moment tension that makes an audience breathlessly watch and cheer for your character. The audience gets to watch the unresolved emotional and physical OVERALL OBJECTIVE become resolved before their eyes and to relate to it as if it is their own resolution. People will be more likely to support another person if they feel their struggle is the same as their own.

Several years ago, Catherine Keener was studying with me. She has an amazingly rich emotional life to draw from, but at the time, she was using it without the benefit and motivation of an OVERALL OBJECTIVE. In class, week after week, scene after scene, she would put up emotionally wrought performances. But while her classmates and I could see her pain, we couldn’t relate to it. We, as her audience, couldn’t find a way to understand her feelings, because all of those wonderfully profound and accessible emotions were not attached to a reason—a need to win a goal. Catherine felt that to go after a goal without reservation would result in making her characters manipulative and unlikable. But I see manipulation as a strong and conscious effort to get what one wants. Using manipulation as a way to win an important OVERALL OBJECTIVE actually makes the character effective, and effective people are always very appealing. Just think of Elizabeth Taylor in Who’s Afraid of Virginia Woolf? or Kevin Spacey in The Usual Suspects. I told her, “Once you know that it’s okay to manipulate in your work, this is when you’ll be truly recognized for your work.” At this point, Catherine had a solid acting career, but without public recognition.

As it turned out, it was playing the role of the enthusiastically manipulative sexpot Maxine in Being John Malkovich that made audiences and critics notice her. Catherine’s character was imbued with such a calculated sense of winning and desire that she had to embrace her character’s OVERALL OBJECTIVE and I-don’t-care-about-anything-else-but-winning attitude. And Catherine’s worry that going after an OBJECTIVE without mercy would make audiences hate her was completely unfounded. In fact, it had quite the opposite effect. The audience didn’t care that Maxine was a bitch, because Maxine had a justifiable reason to ruthlessly go after her goal, something they could relate to: getting my power back in my life. Audiences identified with her longing, and cheered for her for her willingness to do anything, to completely debase herself, to claw her way to getting that power back—because clearly her need for present power was a reaction to being made to feel powerless in her past. Because Catherine made the decision to win Maxine’s OVERALL  OBJECTIVE, she was able to embody and behave the character of Maxine. As a result, for the first time in her career, Catherine was nominated for an Academy Award, a Golden Globe, and won the Independent Spirit Award for Best Actress. But beyond the awards, she learned how crucial it was to pursue an OVERALL OBJECTIVE, and it changed her career.

For an actor, the OVERALL OBJECTIVE fills in aspects of plot and gives them a high-stakes, viable way to personalize the role. The OVERALL OBJECTIVE essentially constructs a journey for the actor and the audience. At the beginning of a play or a film, the character (and actor) starts at A, at ground zero. This is where they need to establish the goal they need to accomplish. The rest of the play or film is how that particular character goes about accomplishing the goal to ultimately earn the right to get to Z.

The script informs the raw material to be analyzed, providing the specific information that makes a character do what they have to do. This includes the character’s socioeconomic background; history of traumatic events; geographical location in which the character was born and raised; the time period; the character’s history of personal and professional success and failure; the character’s dreams; the character’s modus operandi; how the character sees himself; and how the other characters view him. Then the actor personalizes, duplicating these elements from his or her own life. This will organically generate idiosyncratic speech patterns and behavior.

Your character’s OVERALL OBJECTIVE  
must be worded in a way that establishes a change in  
their life that is necessary for physical  
and/or emotional survival.



These are big-picture, universally human issues that can drive a character’s journey of an entire script, whether it takes place over the course of one day or spans a lifetime. Good OVERALL OBJECTIVES that include basic human needs are:• To find love
• To get power
• To be unconditionally loved
• To have children
• To get married
• To be loved by my mother or father
• To get my ex back in my life
• To have a great career
• To be validated
• To stay alive (to survive)
• To protect and keep a loved one alive



OVERALL OBJECTIVE is not about plot. George Bernard Shaw said that there are no new plots, only new ways for people to negotiate and create relationships. And since every person is unique, how they negotiate and create relationships will be special and one of a kind. How your character attempts to win their OVERALL OBJECTIVE, which is based in an essential human need, is the journey. 



We don’t need an actor’s interpretation to provide plot.  
The script gives us that.



 

You have to always keep in mind that an audience goes to the theater, the movies, or watches television to see human relationships take place. It doesn’t matter if the plot takes us to the nonexistent planet of Nebulosa, or to a battle in World War II, or tells the story of giant roaches wreaking dirty havoc—an audience can always relate to the human element of people attempting to establish, build or negotiate a relationship. This is true no matter what locale or venue it happens to take place in.

In the movie Out of Time, Eva Mendes played a cop named Alex Whitlock, who works side by side with her ex-husband and fellow cop, Matt Whitlock, played by Denzel Washington, to solve a murder. As she works to solve the murder, it looks more and more like Denzel’s character has committed the crime. The story ends with the revelation that he was framed, and they reconcile.

Eva could have worked with the plot’s OVERALL OBJECTIVE: “to solve the crime.” This would be dry, cold and passionless and lacking what an audience really cares about—a human connection. The human equation would be missing. Instead, Eva and I tackled her character using the OVERALL OBJECTIVE “to get Matt (Denzel’s character) back and loving me again.” This made it imperative that she solve the case for two reasons. One, she needed to impress him with her prowess as a cop. And two, disregarding her feelings that he might be guilty, she needed to help to clear his name. This OVERALL OBJECTIVE makes Eva’s character indispensable in his life—both career-wise and love-wise. In this way, it earns her the way to get him back in her life, not just wanting him back, but taking viable actions to get him back. This also inspired more emotional reactions for her, because every little turn that takes place in the plot becomes more conflict for her to overcome in reaching her OVERALL OBJECTIVE of getting him back. This is how the complexities and texturing are infused in a performance. She must confront all of the plot’s twists and turns and still be able to accomplish her OVERALL  OBJECTIVE. These complexities can only emerge if the OVERALL OBJECTIVE is driven by a simple and basic human need. This enables the actor to keep the experience from being a cerebral, intellectual process and instead turns it into a body experience.




The OVERALL OBJECTIVE Should Be Simple, Basic and Active 

Keeping the OVERALL OBJECTIVE simple and human also creates an arena in which the actor can stop acting and really be in the scene. The most common mistake people make is to make the OVERALL OBJECTIVE too complicated and, therefore, too complicated to play.

When I was coaching Jessica Biel for her starring role in the remake of  The Texas Chainsaw Massacre, we faced this very problem. It could have been easy to state her OVERALL OBJECTIVE as “to want to get away from the crazy guy and keep my friends and myself alive because the murderer is out of control and bloodthirsty and we’re just a bunch of young people, and I’m also pregnant and my boyfriend doesn’t know. . . .” It’s hard to act out such a complicated, plot-driven goal. Keeping it simple, we came up with the OVERALL OBJECTIVE “to protect my unborn child.” This allowed her to have an urgent need to survive, because if she died, so would her baby. She could also act from a place that was desperate, hyperaware and primal (it doesn’t get any more primal than protecting your unborn child). This OVERALL OBJECTIVE also created more tension and reality in her relationship to the others, especially her boyfriend, because she felt she couldn’t reveal her pregnancy until she felt the future infant would be emotionally safe in the hands of her friends and the father of the child. A simple OVERALL OBJECTIVE allowed her more dimensions in what would otherwise be a hokey horror story.

In the final editing of the remake of The Texas Chainsaw Massacre,  they cut all references to Jessica’s character being pregnant. But although she wasn’t pregnant in the version that audiences saw, Jessica, using the OVERALL OBJECTIVE of protecting her unborn child, gave the performance a primal urgency to survive and to save those around her. It didn’t matter that we the audience were not privy to her pregnancy, because we interpreted her moves as a dire need to protect her friends and to stay alive. As a result, her acting in what could have been viewed as a generic horror-film performance was instead heralded, and Jessica  received the kind of movie offers (and salary) that she had never received before.


Don’t intellectually decide your OVERALL OBJECTIVE. 

Instead, decide on three or four—determined from the circumstances of the script—and try them all in rehearsal. By the end of the second page of dialogue, the simplest and most effective choice for OVERALL OBJECTIVE will become obvious.

Hedda Gabler is one of theater’s most complex characters. She is often played as an evil, calculating, unsympathetic woman. Judith Light came to me looking for a way to avoid this frequent interpretation. She was preparing for a run at the Kennedy Center in Washington, D.C. Judith and I stepped back and looked at the circumstances of Hedda’s life. Hedda’s father is a major-general who wanted a son to continue the family’s military legacy. Of course, at that time, it was impossible for a woman to have anything to do with the military. Having his daughter Hedda meant less than nothing to him.

It made sense then to assume that throughout Hedda’s childhood, she had overheard her father ardently discuss war strategy and tactics and play war games, all the while ignoring young Hedda. Any child who is shunned by a parent is going to become obsessed with changing that relationship to one of pride, acceptance and most important, to one of love. Her OVERALL OBJECTIVE was “to get my father’s love.” This OVERALL OBJECTIVE gives a sympathetic rationale for Hedda’s harsh and calculating behavior. She is trying to become, even after her father dies, the kind of person Hedda’s father could love: a major-general.

To accomplish this, I had Judith behave like a major-general of the house. With every interaction, conversation and gesture she was at war, moving troops, engaging in subterfuge, spying, convincing Mrs. Elstead to destroy evidence, etc. The behavior may have been evil, but because Judith worked with a righteous, primal reason—to get a father’s love—the audience and critics saw Hedda as a real and vulnerable woman doing what was necessary to win, rather than a calculating woman incapable of love. We found the driving OVERALL OBJECTIVE that would make the most sense for the given circumstances, one that would give her a primal reason to behave so badly. Even the most vicious criminals have a sympathetic reason for their behavior. It’s up to the actor to find it.


The OVERALL OBJECTIVE has to be a simple, bottom-line, primal need that will make sense throughout the script. 

Whether the script is two pages or two hundred, or spans five minutes or a lifetime, your OVERALL OBJECTIVE must provide a coherent and focused “throughline.” Where your character begins and where your character ends up provides clues as to what your OVERALL OBJECTIVE might be. A few years ago, Rob Schneider came to me with the script for the comedy Deuce Bigelow, which tells the story of a male gigolo. After talking about the pitfalls of playing this role, I told him we had to come up with an OVERALL OBJECTIVE that not only made sense for the overall story, but that would also make the audience see Deuce as a hero rather than a sleazy guy looking for an easy way to have sex with women. After exploring several ideas, we agreed that the OVERALL OBJECTIVE should be: “to be loved.” So badly, in fact, that he must be willing to do anything to get that love.

We also talked about what would motivate this OVERALL OBJECTIVE. What would make a man so love-starved that he would become a gigolo? The answer came: his character had been rejected by girls, constantly and continuously, ever since it mattered to young Deuce. This need to be accepted by females had never been resolved, even in the present action of the script. Because the social skills of Deuce have never matured, for all intents and purposes, Deuce behaves from a childlike base.

To go after his OVERALL OBJECTIVE from a childlike place gave Rob the innocence needed to make Deuce a sympathetic character. After all, a child will do anything to win. For instance, if a child really wants a Frisbee, that child will seduce, have a tantrum, negotiate, complain, accuse, become the victim and be a brat, and we forgive this behavior because it stems from innocence, a purity of spirit. If an adult maintains a childlike need and behavior, we will forgive as well. Look at Jack Nicholson in As Good As It Gets. He, too, created a character from a childlike place, a character that would have been viewed as abusive and cruel if he had played it as a mature adult.

This OVERALL OBJECTIVE, fueled by Rob Schneider’s own personal childhood issues, did two things for the film. First, the OVERALL OBJECTIVE changed the film’s form. Because he was behaving like a child, the issue of his being a gigolo wasn’t about having actual sex. Although women would come to him for their initial objective—sex—Deuce  would overpower this desire with his desire to get them to love him. Deuce earned the love by making the women feel empowered enough to overcome some pretty severe problems—narcolepsy, obesity and Tourette’s syndrome. Audiences loved him for rescuing these women. Rob made Deuce a hero, which leads us to the second thing that the OVERALL OBJECTIVE did for the film: It made a potentially seedy topic high comedy, and a huge hit.




Read the Entire Script More Than Once 

To find the OVERALL OBJECTIVE for your character in a script, it’s important to read the entire script more than once. By doing so, you can determine more specific elements about your character and begin to think about how the other characters relate to you and talk about you, even when you’re not there.

Without having read and reread the script for The Silence of the Lambs, Anthony Hopkins would never have understood that his OVERALL OBJECTIVE as Hannibal Lecter wasn’t about becoming an even more dangerous serial killer, but was to gain the friendship of Agent Clarisse Starling (Jodie Foster). The script opens with Lecter testing Clarisse to determine if she is worthy of his advice and camaraderie. Hopkins used his character’s bizarre and scary behavior as a very effective way to test her—intellectually, emotionally and physically. Hannibal Lecter is a very damaged man, damage that almost always comes from severe childhood abuse. His testing of Clarisse becomes necessary as a way to ensure that she won’t become an abuser, too. His strange testing tactics are truly the only way to emotionally protect himself. She passes his stringent test. How? Not only does she prove her intellectual and emotional strength, but more importantly, they come to realize that they have similar emotional demons in their lives to overcome. Both of them have the same “screaming lambs” in their heads, but have found opposing solutions to overcome them—her by saving others, him by killing. The commonality of pain bonds them, and a friendship is formed. A friendship so strong that the audience came to trust that no matter what, Hannibal Lecter would never hurt or harm her. In fact, the bond created by the actors was so effective that at the end of the movie, when his character quips to Clarisse, “I’m having an old friend for dinner” the audience laughs rather than being appalled, even though we know he is going  to literally eat his guest. Why? Because the OVERALL OBJECTIVE—“to get a friend who truly understands me”—made this final comment acceptable and even funny, because it was a friend talking to a friend rather than an accomplished and flesh-starved cannibal talking to a rookie FBI agent. Anthony Hopkins’ relationship-based OVERALL OBJECTIVE made The Silence of the Lambs a movie about friendship between two unlikely people rather than being yet another typical thriller film. His OVERALL OBJECTIVE effectively raised the commerciality, the relevance and the integrity of the film.

It’s important to note that Anthony Hopkins also didn’t see his character of Hannibal Lecter as a bad man. Hopkins didn’t judge his character. He saw his character as someone injured by the previous circumstances of his life, and his serial killing as a retributional reaction to a horrible and painful past. Because Hopkins wasn’t burdened by moral judgments, he was allowed the freedom to explore all the facets of a very complex man, therefore creating a very complex performance.




Never Judge Your Character or His or Her OBJECTIVES 

Noel Coward said, “You can’t judge art.” Likewise, you can’t judge your character or his or her OBJECTIVES. A stupid person never thinks - they’re stupid. An evil person doesn’t think they’re evil—they always have a righteous reason for doing what they do. A pimp/prostitute/stripper doesn’t necessarily hate what they do for a living, or think it’s sleazy or wrong. You can’t contaminate your canvas with moral doctrines and societal values. Nurturing your values takes energy and focus away from your character and their goals. Art needs room to breath, with the freedom to discover without restraint. The colors you use in your work have to include a buffet of attributes. This consists of the good, likable parts of who you are, but it also includes the parts that make you bad, the darker elements that reside in all of us. It may make you feel smarmy, but really, it’s the darker parts of being human that usually drive us to seek a goal with vengeance, passion and urgency—making the journey taken by the OVERALL OBJECTIVE a more exciting one.

When determining your OVERALL OBJECTIVE, don’t be afraid to investigate and use the ugly, darker parts of who you are. You may be playing someone who might, by society’s standards, be considered a bad  person, but that person feels that what he or she is doing is right. This needs to be reflected in your OVERALL OBJECTIVE. For instance, if the character is a rapist, the OVERALL OBJECTIVE isn’t “to rape people” but rather “to get my power back” from the primal person who, through abuse, took it away. As we’ll explore later on in this book, abusers, rapists and killers usually see their victims as symbols or representations of the original person who raped or abused them. So when they act—abuse, rape and kill—they feel they are getting revenge and hurting the person who cruelly took their power away. Striking back at a symbolic tormentor is often the only way the rapist/abuser/killer can cope with their horrible childhood abuse. It’s a means for the rapist/abuser/killer to stop feeling like a victim to the childhood abuse and instead feel empowered. This makes the act of raping/killing in a performance justified.

This is true even with the issue of suicide—you can’t judge it. To some it is a viable solution to overwhelming and untenable pain. Leaving Las Vegas is a story about Ben (played by Nicolas Cage) a man who wants to commit suicide by drinking himself to death and then comes across the path of Sera, a prostitute (played by Elisabeth Shue). I worked with Elisabeth on both her audition as well as the actual movie.

First, we had to get past the audition, which was difficult because the director, Mike Figgis, didn’t think Elisabeth was right for the role. His reasoning wasn’t groundless. Before this movie, Elisabeth had always played good girls, the girl-next-door type. But Elisabeth really wanted the part and Figgis finally agreed to meet with her. We knew that, at best, it was a charity meeting. It was up to us to change his mind and see Elisabeth as the perfect Sera.

Based on the script, it seemed like Sera’s OVERALL OBJECTIVE was “to keep Ben from committing suicide and make him want to live.” However, this OVERALL OBJECTIVE judged the act of suicide as something amoral and wrong, which, as you may have guessed, went against my belief about not judging characters and their actions. We played around with a few ideas and then I asked Elisabeth, “What if your Sera saw suicide as a solution for herself, as well, and instead of trying to get Ben to stay alive, she connects with him because they have both found the exact same solution to their pain?” Her OVERALL OBJECTIVE then became “to get Ben to love me,” a love that emanates from two people sharing the same answer to their unbearable emotional agony. This would change  Leaving Las Vegas from a depressing, maudlin story about suicide to a great love story. It would be a love story about two people who are going  to die soon, and who have the urgency to fit what might normally be fifty years of a loving relationship into a few weeks. This made the question that Sera asks Ben in the scripted dialogue—“Why do you want to commit suicide?”—an entirely different issue. Instead of meaning, “Why would you want to do something like that?” which implies judgment, her question means, “Do you have the same reason for committing suicide that I do?” which makes it more about how similar they are and provides for further bonding. Staying in the nonjudgmental mind-set, we also made the choice that she really liked being a prostitute—this occupation, after all, would be the only way a person like Sera could experience power in her life, and that’s always a good thing.

Elisabeth auditioned and presented our vision of the script to Mike Figgis. This interpretation surprised and intrigued him. He had seen several other actresses and they all had presented the OVERALL OBJECTIVE of Sera as someone trying to save Ben, essentially a hooker with a heart of gold. The result of such an OBJECTIVE is patronizing and demeaning to Ben’s course of action. Figgis couldn’t get this new vision of Sera out of his head. He not only hired Elisabeth to play Sera against type, but also rewrote the script with her OVERALL OBJECTIVE in mind—two people who find great love fueled by a mutual need to commit suicide. Elisabeth was also able to bring true love and hope to a potentially relentless story of addiction, prostitution and rape. In fact, in his review of the film, Peter Travers of Rolling Stone magazine wrote, “The film, directed by Mike Figgis from an autobiographical 1991 novel by John O’Brien, is a tragedy that unspools with astonishing buoyancy and sneaky wit, as if no one told the lovers their story should be depressing.” In fact, most of the reviewers echoed one critic’s opinion that the film “is a strangely uplifting story about suicide.” Elisabeth Shue was nominated for an Oscar, Nicolas Cage won the Oscar, and Mike Figgis was nominated for Best Director and Best Screenplay.

You must analyze the psyche of the character and find a way of making your character feel righteous in his behavior by investigating the probable primal issue(s) that makes your character behave the way he or she does today. You look at the character’s psyche and then find out how that duplicates itself emotionally in your life, thereby making the character’s amoral, outrageous behavior actually make good sense.

The character of Blanche Dubois in A Streetcar Named Desire is one of the most celebrated antiheroes of American theater. Her OVERALL OBJECTIVE is “to get Stella (her sister) away from Stanley (Stella’s husband) and back to me.” In her attempt to win her sister back, she’s  willing to lie and steal, but worst of all, she has sex with Stanley, her brother-in-law, by seductively driving him to rape her. Why push your brother-in-law to go this far? Blanche does anything and everything to win her OVERALL OBJECTIVE, because if she doesn’t, she will die. And not just in the spiritual sense—if she can’t get Stella to leave Stanley and be with her, she will be penniless, homeless and utterly alone.




Personalize Your Character’s OVERALL OBJECTIVE 

Barry Pepper came to me to prepare for his role as Daniel Jackson in Steven Spielberg’s Saving Private Ryan. It would seem that Daniel’s OVERALL OBJECTIVE was “to win the war.” The OVERALL OBJECTIVE had some of the right elements: it was simple and active; it wasn’t overintellectualized; it fulfilled the overall needs of the script; and it wasn’t judgmental of his character. However, the basic human need element was missing. Winning a war didn’t mean anything to Barry, and since all acting is relationship driven in one way or another, we had to find the way that this was true in his performance as well.

Barry is a small-town boy from Canada whose life experience has never given him anything even close to a warfare experience. How does he go after an OVERALL OBJECTIVE that he knows nothing about? He - could’ve made believe he was in World War II and brought historical details to his performance. But, like telling a complex lie, it’s hard to remember all the faces of the lie, and in time you will get caught with your pants down. The same thing happens with acting. If there’s too much information that relies on pure imagination, it will be forgotten.

Instead, I suggested that war can take on many forms. There are emotional struggles that feel like a battlefield and are warlike that exist in everyone’s life. And this was just as true for Barry, who at the time was engaged to be married. An impending wedding day is always terrifying, intimidating, and for many of us (including myself) bloodcurdling. The fact is that most couples, just before they get married, have the worst and scariest battles that they have ever experienced. The day before I got married, my fight with my then future husband was so bad that I threatened to jump from a moving vehicle on the expressway. I even had my door open, with one foot dangling precariously in the wind in my neurotic attempt to win whatever petty thing we were struggling over. Facing down your future sickness-and-health, death-do-us-part life partner can be intimidating, scary, terrifying and in many cases (like mine)  life-threatening. This can be compared to facing down the enemy in an actual warlike situation. And if getting married can be considered a proverbial war, it would make sense that you would probably want to be victorious in that war. You’d like to triumph over any problems that you might be having with your future mate. I knew that fighting with his fiancée was going to be one of Barry’s natural responses to his imminent wedding day, so I had him use the battles, fears, concerns and emotionally driven life-threats that emanated from his war. Therefore, Barry’s OVERALL OBJECTIVE for the war picture Saving Private Ryan became “to make my marriage work.”

As a result, Barry wasn’t playing a fantasy war figure. Indeed, he went after his personal OVERALL OBJECTIVE in Saving Private Ryan with the ferocity of someone who had something very personal at stake: to win the war over his and his fiancée’s fears so that he could have a peaceful and healthy marriage. He only had a few lines in the movie, but the audience never thought of Barry as anything but one of the leads, alongside heavyweights like Tom Hanks and Matt Damon. This was because his OVERALL OBJECTIVE was so strong, was based in something so necessary to his present personal life, that the audience, critics and future employers (directors and producers) couldn’t help but notice him, and it changed his career.

The OVERALL OBJECTIVE and SCENE OBJECTIVE are the driving forces of my script analysis technique. Without OVERALL or SCENE OBJECTIVE, there’s no need, no point, no consequence, no path and most important . . . no journey.




End of sample




    To search for additional titles please go to 
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MACBETH
(Act 11, Scene 2)

MACBETH
\Looking at his hands|
This is a sorry sight.

LADY MACBETH
A foolish thought, to say a sorry sight.

of your ridicudou

rancia and vk

MACBETH
‘There's one did laugh in’s sleep, and one cried *Murder!”
‘That they did wake each other: I stood and heard them:
But they did say their prayers, and address'd them a

gain to sleep.

LADY MACBETH
‘There are two lodged together.

MACBETH
One cried “God bless us!” and “Amen" the other,
As they had seen me with these hangman's hands
Listening their fear, I could not say *Amen,”

‘When they did say “God bless us!

‘Dowt thinle about it has

LADY MACBETH
Consider it not so deeply.
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ASTROV
fcont.]

1give in, I'm here and ready to be consumed! |

YELENA
[Have you gone mad?

ASTROV Mak
On, you are so coy.

YELENA
I'm not as cunning or as cruel as you're making
‘me out to be. Honestly, I'm not.

[(She tries to leave. Astrov rushes to block her way.)] top you

ASTROV
[r111eave and T won't return. Just tell me

(He takes her hand and glances about to see if anyone is looking.)
Where should we meet, hurry someone may
catch us—please tell me where. |

(Whispering lustfully)
[Your hair smells wonderful. One little kiss,
please let me kiss you.

YELENA
Ibeg of you

ASTROV
(Stops her from talking)

No need t0 beg, I'm yours. You are 5o beautiful.

And your lovely hands, I need to kiss your hands.

(He kisses her hands.)

YELENA
Stop it, please stop . . go .

(She pulls her hand away.)
ASTROV

[You know it's inescapable, we are meant to be
together. makee 1
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ASTROV
[cont.)
wcome wales f and Lnkermapts? | hate whe that hay

whoh, what if

irty?

ve do pou want go to

Where should we meet? Hurry, someone may
catch us—please tell me where.
“c that perfunce or you? O, At to ¢at you up.

[Whispering lustfully)
Your hair smells wonderful. One little kiss,
please let me kiss you.
our hai, our Luscious L

please, please, p

YELENA
Ibeg of you
enb Youere begg

on ngy wow, hu?

wank mee, bk

ASTROV
[Stops her from talking]
No need to beg, I'm yours. You are o beautiful
And your lovely hands, I need to kiss your hands.
ld get away with saying hands. That

 but what d really like to

{Ho kisses her hands)

“Oh yeah, dow’t stop now ...»

YELENA
Stop it, please stop ... go -

(She pulls her hand away.]

astrologiealty w

do that! Dowt pull away! You're & Leo anel ' g
re supposed to b togethert”

ASTROV
‘You know it's inescapable, we are meant
to be together.

wrong Gboudt Yot wanting et An

at i you tell Alexander andl
07 wWhat to o ... O, thos
want to devour then, suck then, Lick thens ... Oh, what the hel

ity on. to ourt what £ d

\He kisses her and at that very moment Uncle Vanya shows up car-
rying a dozen roses and stops just inside the door. Neither Astrov
nor Yelena see him.|





OEBPS/chub_9781440649967_oeb_045_r1.gif
(He kisses her hands.)
YELENA
Stop it, please stop ... go

(She pulls her hand away)]

ASTROV
[You know it's inescapable, we are meant to be
together.

(He kisses her and at that very moment Uncle Vanya shows up car-
rying a dozen roses and stops just inside the door. Neither Astrov
or Yelena see him.)

YELENA o
(Not seeing Vanya)
Don't. We shouldn't be doing this

(She lays her head on Astrov's chest.)
ASTROV
At two o'clock meet me at the plantation.
‘Promise me you'll come.

[(velena sees Vanya looking at them.)

YELENA  forcing e to ¢
Let go of me! "

(She forcefully pulls away from Astrov. Then she goes to the window)

(Muttering to herself)
This is just awful

(Vanya carefully puts the roses on a nearby chair. Yelena continues
to look out the window trying to figure out what she’s going to say
or do next as Astrov looks painfully guilty and attempts to cover up.)
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ASTROV
T doubt very much this will intrigue you
in any way.

rest youtt Why should (67 Your

YELENA
Why not? You're right in assuming I don't
know much about the country, but I'm well read.

ASTROV

Look here. It's a map of this area as it was
fifty years ago. The green color indicates the
forest. Half of the area was surfaced with
forest. Where you see the red over the green—
deer, wild goats and all sorts of wildlife were
prevalent.

Look at the third part and you'll see my rendition
of how it is today. There's green, but it's sporadic.
‘There is no wildlife.

“This is the best part, you're gowna Lov

You might say it's progress and I'd agree if the
destroyed forests were making way for
factories or schools. But, 1o, there is a lot of
unusable muddied land filled with disease
and people who are destitute.

“ou Locke 50 1 9o on e ' babbling loser
ou hate we. { hate
He looks at her askance .. .|
It seems to me that you have listle interest
in any of this.
“How &  have any Dnterest i this? why did 1 thi what an
w71 Ooooh, 1 ove the way powr breasts | hen you walk ...

YELENA
No, it's simply that I don't comprehend much of it.
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* Beverly Hills (re ives in “The valleyy)
© Manhattan. (nes from the Browe)

* Sulburbs (he's fronc the ghetto)

© A large house (he Lives (.6 owe-roon. apartment with @ hot
* o voomanmates (ne has several)

ASTROV
And where did you go to school?

YELENA
At the conservatory.

.. school .. . conservatony *
Your INNER CEJECT piotuure must be something that will malee your SUBSTI-
TUTION for Astrov appear less educated, intelligent or sawy. s an adai-
tional OBSTACLE for you to overoomse, beoause at the Same e o want to
incpress Astroy, you oertainky dowt wawk o emasoulate hin. For in this answer
vesides both “good news and bat”

* vy Lengue wniversity (he went to ity College or didw't get a B.A)

o Sohool forthe giftad (rewent to pulio scheol)

o Street marts frone the schol of hare kenosks (e conces from a watve subur-
[E——)

* Same sohool as SUBSTITUTION for Astrov but getting beter grades or .
aceelerated olasses

o Big shot at a big conglomerate (hes got @ swall osition i a swall -
pany)

ASTROV
1doubt very much this will intrigue you
in any way.

YELENA

Why not? You're right in assuming I don't
know much about the country. but I'm well read.

the country
The same INNER OBJECT visuals you wsed for “drawings* and *artistny.”
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UNCLE VANYA

Anton Chekhov
(A scene from Act ITI)

ng) @ ripe pen ASTROV

I P |Enters with drawing]

st Hello, | understand you weited 10 see
v some of my artistry?

“VeLena
Yesterday, you assured me you would show
‘me your drawings. Are you available now?

ASTROV
T'd love to!

|He spreads the drawing on a nearby table and fixes it with stick-
pins. She helps him.|

Where were you bom?

YELENA
In Petersburg.

ASTROV
And where did you go to school?

YELENA
At the conservatory.
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UNCLE VANYA

Anton Chekhov.
(A scene from Act IT)

AsTROV

(Enters with drawing)
[Hello, T understand you wanted to see
some of my artistry?

YELENA .

Yesterday, you assured me you would show
me your drawings. Are you available now?

ASTROV
Tdlove to!

(He spreads the drawing on a nearby table and fixes it with stick-
pins. She helps him.)|

[Where were you born?
YELENA

In Petersburg.
AsTROV

And where did you go to school?





OEBPS/chub_9781440649967_oeb_039_r1.gif
YELENA
Have you gone mad?!

ASTROV.
O, you are so coy.

YELENA
I'm not as cunning or as cruel as you're making
me out to be. Honestly I'm not.

She tries to leave. Astrov rushes to block her way.]

ASTROV
T'l leave and T won't return. Just tell me

|He takes her hand and glances about to see if anyone is looking.]

Where should we meet? Hurry, someone may
catch us—please tell me where.

[Whispering lustfully]
‘Your hair smells wonderful One little kiss,
please let me kiss you.

YELENA
Ibeg of you.

ASTROV
[Stops her from talking]
No need to beg, I'm yours. You are so beautiful.
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JACK
(Airily]
Ob. neighnoss neighhss

ALGERNON
Got nice neighbors in your part of Shropshire?

JACK
‘Perfectly horrid! Never speak to one of them.

ALGERNON
‘How immensely you must amuse them!
By the way, Shropshire is your county, is it not?

[ALGERNON takes a sandwich]

Jack
‘ER? Shropshire? Yes, of course. Hallo! Why

all these cups? Why cucumber sandwiches? Why

such reckless extravagance in one 5o young?
Who is coming to tea?

ALGERNON
Oh! merely Aunt Augusta and Gwendolen.

Jack
‘How perfectly delightful!

ALGERNON
Yes, that is all very well; but I am afraid
Aunt Augusta won't quite approve of your being here.

aack
May 1 ask why?

ALGERNON
My dear fellow, the way you flirt with Gwendalen
s perfectly disgraceful. It is almost as bad as the
way Gwendolen flrts with you.
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TINA
[Suspiciously]

1 don't understand. Usually, when you get laid off,

they give you some notice.

JOHN
1 guess my boss didn't read the Laying Someone
Off book of etiquette. Remind me o get him a copy.

TINA
You were fired, weren't you?

JOHN
‘Why would you think that?

TINA
Oh, gee. Maybe it's because you've lost six
jobs in three months.

JOHN
Give me some credit—it's not easy making
that many people hate you in such a short
period of time.

TINA
(Fed up]
Same reason?
JOHN
Yep.
TINA

Drinking on the job. When are you going to
realize you have a problem?

JOHN
[Dripping with sarcasm]

‘The only problem 1 have is that we've run out of
scotch. Do you mind running to the store, dear,
and getting me a fifth?

TINA
Sure, let me go right now . . . oh, but I forgot—I don’t
have any money because someone I know can't

keep a job. Which, since last I heard, is a requirement
for a paycheck

JOHN
That's a nasty rumor, don't believe it.
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YELENA
But do you like her as a woman?

ASTROV
[Pauss]
No.

YELENA
(Kissing his hand]
‘You don't love her, I can see that from your
eyes. You know, she's suffering. Try to
understand that you must stop coming here.
Packing up the drawin (Pause]
and p Ouch! I hate this, I feel like I've been carrying
fthackin  the weight of the world on my shoulders. Anyway,
our it's done, thank God, 50 now we can forget we
ever had this conversation and move on. You're
h a smart man, I'm sure you realize why you must . .
ke i Loo (Pause]
42). 1feel all the blood rushing to my head

ASTROV
If you had told me abou her feelings a month or
two ago I might have thought about it .. . but if

; sheis sick at heart because of me then I guess
there’s no other recourse

packing your (Pause]

© But tell me, why is it you had to ask me?

He looks at her a moment.]

Ohhibh, I get it!

YELENA
What are you talking about?

wd gro ASTROV
¢ You know. Sure, Sonya may be in love, but
why is it you're asking the questions? Why do
you look so surprised? You know why I come
every day, you're very well aware of the effect.
you have on me, you lovely “bird of prey.”

YELENA
Bird of prey! What are you talking about?!

ASTROV
You are a gorgeous, frisky rascal . .. and I am
‘your victim. Well, you win, you can have me.
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BURN THIS
by Lanford Wilson
(Excerpt from Act I1)

(Anna’s living room. It Iate at night.)

ANNA
[Pale, I have never had a personal life. I wasn't scared
of it, 1 just had no place for it it wasn't important. And
all that is different now and I'm very vulnerable,

I'm not going to be prey to something I don't want.
T'm t00 easy. Go someplace else.

PALE
[1 come to you. akee you b
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natr svwel rful

o ry perfuone

o ry shancpeo

The INNER OBJEC
wotivate a heightencd

s 0 Vivid andt spectfic “sexuat fantasy that woudd
wality i you—a fantasy visual that i o titillating

s wot being able to stay in control of your sex
gts. Terefore there (s the possibility of going further than you ever in-
tended to go.

YELENA
Ibeg of you.
ASTROV.
[Stops her from talking]
No need to beg, I'm yours. You are 5o beautiful
‘And your lovely hands, I need to kiss your hands.

|He kisses her hands.]

tached to

“. hauds .. anel* . . giss your hands, * (aud the INNER OBJEC

the act of Rissing the hands)

The plotured fantasy has to

ouer body that is st sesitive. when he talk

your hauds, you are fantasizing that hes actua
sily stimudated

 eore

sit, the hands synbolizing the part of
about gour hands, ad kissts

g duing i o the part of your

* nibbling my

© wissing wy Laner thighs

YELENA
Stop it, please stop . .. go .

(She pulls her hand away.]

ASTROV
You know it's inescapable, we are meant to be
together.

|He kisses her and at that very moment Uncle Vanya shows up car-
rying a dozen roses and stops just inside the door. Neither Astrov
or Yelena see him.]
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ASTROV
‘You know. Sure, Sonya may be in love, but
why is it you're asking the questions? Why do
you look 50 surprised? You know why I come
every day, you're very well aware of the sffect
you have on me, you lovely “bird of prey.”

YELENA
Bird of prey! What ate you talking about?!

ASTROV
You are a gorgeous, frisky rascal . . and I am
‘your victim. Well, you win, you can have me.

|He opens his arms and bows his head like a martyr on the cross.]

Igive in, I'm here and ready to be consumed!

YELENA
Have you gone mad?!

ASTROV
Oh, you are so coy.

YELENA
I'm not as cunning or as cruel as you're making
‘me out to be. Honestly, I'm not.

(She tries to leave. Astrov rushes to block her way.)

ASTROV
I'll leave and I won't return. Just tell me

|He takes her hand and glances about to see if anyone is looking.)

Where should we meet? Hurry, someone may
catch us—please tell me where.

(Whispering lustfully)
Your hair smells wonderful. One lttle kiss,
please let me kiss you
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ASTROV
Look here. It's a map of this area as it was
fifty years ago. The green color indicates the
forest, Half of the area was surfaced with
forest. Where you see the red over the green—
deer, wild goats and all soris of wildlife were
‘Drevalent. Look at the third part and you'll see
my rendition of how it is today. There's green,
but it's sporadic. There is o wildlife.

[Pause]
You might say it's progress and I'd agree if the
destroved forests were making way for factories or
‘schools. But, no, there is alot of unusable muddied
land filled with disease and people who are destitute.

Yo e ot th s st i et t

that convelate to the

o have oho ng the fssue of the mishaudling of the wen-
andicapped
... yuap of this aren as it was fifty yenvs age ... .. forest” ... surfaced

agran. of soctal. prograns

forty years agowhen
Jthe governce

cetal progravning wes fully funded

L
ograns wert prevalent

o wovildiife . “destroyed for

take any topic that you are obsessed with, as
you will have many facts and figures at your fingertips to
which you can correlate the words in the script with
pictures from your personal issue.]

[He lookss at her askance .. |

ASTROV
It seems to me that you have little interest
in any of this.
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He kisses her and at that very moment Uncle Vanya shows up car-
rying a dozen roses and stops just inside the door. Neither Astrov
nor Yelena see him.|

YELENA
[Not seeing Vanya)
Don't. We shouldn't be doing this

She lays her head on Astrov's chest.|

ASTROV
At two o'clock meet me at the plantation.
Promise me you'll come.

[Yelena seos Vanya looking at them.]

YELENA
Let go of me!

She forcsfully pulls away from Astrov. Then she goes to the window]

" (Muttering to herself
v This s just awful

[Vanya carefully puts the roses on a nearby chair. Yelena continues
£0100k out the window trying to figure out what she's going to say
or do next as Astrov looks painfully guilty and attempts to cover up.]

People are comples by nature, and it’s the actor’s job to
duplicate that complexity. There’s a layered effect to your
characterization when yowre using DOINGS. Because
words can lie, behavior always tells the truth.
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EDITOR
This piece you wrote is awful—a ten-year-old
could have done better.
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ASTROV
1 can admire her spirit.

“What the el ocs that maan?! Are o wessing with g wind? Yore bettr ot

this than. 1 thoug)

YELENA
But do you like her as a woman?
Qquestion, theres wo dotuse way you

[Pause]

YELENA

[Kissing his hand]

g Love, ealledd
hat <p

ol of the 9o
el trmed on. by kissiing our Hand O
bave it patentzd)
You don't love her, I can see that from your
eyes. You know, she's suffering. Try to
understand that you must stop coming here.
“... andl thew tel you to go awayy. what an | rely try

Ouch! I hate this, I feel like I've been carrying
the weight of the world on my shoulders,
eing the einal of person that cares about others o wuch. Bow't you

S0 congpassionate .. *

Anyway, it's done, thank God, 50 now we
can forget we ever had this conversation and move on.
You're a smart man, I'm sure you realize why you
must .

< the wever-fa

“Here oon

maove ... ooooh, | fee <o faiut, | waight fall and

ou st hola e up, you biy-hine-ofman you ..
(Pause]
1 feel all the blood rushing to my head.
ot 0 v oron, o s i o 0 T iy
oving—it CAWE gt iy Sinpler thaw this. s is your cu o have @ egitimate

reasowto touch and holdl me

ASTROV
1f you had told me about her feelings a month or
“Hold e, come to e,
two ago I might have thought about it . . . but if
she is sick at heart because of me then I guess
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YELENA
lcont.|
This is just awful.

[Vanya carefully puts the roses on a nearby chair. Yelena continues
tolook out the window trying to figure out what she’s going to say
or do next as Astrov looks painfully guilty and attempts to Gover up.]

Continue the INNER MONOLOCUE until the director yells,
“Cut!” or the curtain comes down, or until
after you finish your exit.

INNER MONOLOGUE from Astrov’s P.O.V.

I me.”

Astrovs SCENE OBJECTIVE is “to get you to fall in love w
trovs SCENE OBJECTIVE is steeped in obsession and sexuality. Create
your INNER MONOLOGUE for Astrov with this in mind. Again, the f
Towing thoughts are merely suggestions based on what the character in
the seript might have as an INNER MONOLOGUE. You, however, must
personalize your INNER MONOLOGUE to what makes sense to your
SUBSTITUTIONS for Yelena, Sonya and Vanya, your personalized OB-
STACLES and INNER OBJECTS. How you manifest your specific IN
NER MONOLOGUE will fluctuate depending upon how you individually
deal with life—thoughts that emanate from your own unique history and
background.

UNCLE VANYA
Anton Chekhov.
(4 scene from Act I1T)
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MACBETH
But wherefore could not I pronounce "Amen"?
Ihad most need of blessing, and “Amen”
Stuck in my thioat.

i U the ass. ... God, youre,

LADY MACBETH
These deeds must not be thought
After these ways; so, it will make us mad.

MACEETH
Methought I heard a voice cry “Sleep no more!
Macbeth does murder sleep"—the innocent sleep,

Whine, whine .. whine, ciod, Yowre a somy s
er wothingys becw happening L the bed ¢
dow't even want £ thi about how Long
Sleep that knits up the ravell'd sleave of care,
The death of each day's life, sore labour's bath,
Balm of hurt minds, great nature's second course,
Chief nourisher in lfe's feast,—

eah ... get ov

LADY MACBETH
What do you mean?

i . Youe el
t as well take ac

MACBETH
Still it cried *Sleep no more!” to all the house:
“Here we go agatn ... try a new thought o .. "

‘Glamis hath murder'd sleep, and therefore Cawdor
Shall sleep no more: Macbeth shall sleep no more.”

Youre wot: goting

you sawtsle
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ASTROV
It doesn't take much to comprehend it, T just
don't think you're all that interested.
“Thats telling ya. No fool I Now You're goig to think, I'n strowg, not a wus
oecause | stoodl e o pow. Ow the other hand, what if you talee it badly and Leavert
Oh wo, 1 wish 1 could talee ( back. Dow': go, please dow't go

YELENA
Please excuse my lack of concentration as my
mind is someplace else. To be honest [ wanted
t0 ask you something but I don't know how to
begin
question. could b really, eally bacl .. Magbe youlre going to s e, “winyy
do you fezcp coming to visit 5o often when wobody i L1 Doeswt anygone clse
vequire our servises?” Wiy ane | here all the tine? ‘Cucz You ot me wragped
around your wasty lite fonger you. .. Oy, Astrov, that was a litte harsh,
and see what shet gonna ask, dow't assune anything
(Pause]
It's a question about someone you know.
Like friends, let's talk, being totally open with
‘each other, and then forget we ever had this
conversation. What do you say?

“You wawt t forget we had this somversatiow? s cawt be good
ASTROV
All-right.
“Plense dow' prolong the agony. e dying here. Aske we alreadyy

YELENA
It's about Sonya, my stepdaughter. What do
you think of her, do you like her?
s @ trap? WhAE f 1 dow't answer On the right way? Thew gouclh e e
Should 1 lie? Tlk ou  ikce Sonyga anel make you jealous? ... Tt could backfire
tig tme. O should 1 el thetreh and Lek ou know . avallable? More tha.
desperat, i fack. O that's veal attractive. Every woma loves the
stank sweat ofa despertte man. Yeah, right. Tiule, Astroy, think ok here
Lty bo respondt i a way that's real vague -

ASTROV
1 can admire her spirit.

“That's goed. Nice, but wonsomniteal. Plense acoept this awal shange the subje

something else, Lfee how handsome and sexy) you fund me ..~

YELENA
But do you like her as a woman?

“hat do you want e £ Say? Give me a hint. Why 6ot you ke this ensy on

et My L6 s hard enough, What GF | wake the wrong chofoe? | suck at tests. Oh

ooy, coulel | use a shot or two of vodka . .. Oy, Gwswer waw, voden Later . . 1L

el o the truth and hope ¢ fles . ..~
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ASTROV' Mak "
(Pause) Lable to 1o
Yol

YELENA
(Kissing his hand) jow ezp

[You don't love her, I can see that from your P

eyes. You know, she's suffering. Try to

understand that you must stop coming here. ]
(Pause)

[Ouch! I hate this, I feel like I've been carrying

the weight of the world on my shoulders. Anyway,

it's done, thank God, 50 now we can forget we

ever had this conversation and move on. You're

a smart man, I'm sure you realize why you must
(Pause) ) ip

1 feel all the blood rushing to my head. wderstand wiy

ASTROV.
1f you had told me about her feelings a month
or two ago I might have thought about t ... but
if she is sick at heart because of me then I guess
there's no other recourse

(Pause)
[But tell me, why is
it that you had to ask me?

(He looks at her a moment.)

Oh, I get it! Malee .

YELENA
‘What are you talking about?

ASTROV.
You know. Sure, Sonya may be in love, but
why is it you're asking the questions? Why do
‘you look so surprised? You know why I come
every day, you're very well aware of the effect
you have on me, you lovely “bird of prey.” |

YELENA
[Bird of prey! What are you talking about?!

ASTROV a ;
You are a gorgeous, frisky rascal . .. and am
‘your victim. Well, you win, you can have me.

(He opens his arms and bows his head like a martyr on the cross.)
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ASTROV
[Enters with drawing]
Hello, I understand you wanted to see
some of my artistry?
“Mayhe ‘artistry s too strong @ word. Sounds (ke ' full of myyself. Maybe
Youcre patronizing we whew you said you wanked to see wy drawing yesterday,
Ktaygbe you have no interest at all andl 'w Looking wayy too desperate.”

YELENA
Yesterday, you assured me you would show
‘me your drawings. Are you available now?
Ol e, 1 always just stand around with ny draning i ey hand. Of cowrse
ik available. | Ehile that theyve pretty daws good. Magbe gowl be so inepressed
ehat youtl ke e, waygbe even falk i Love with e, mamy e anat have vy
oabies

ASTROV
Tdlove to!

“uhoa, whos, whos, way oo eager ... awdl too desperate, eager and desperate. Now

that's an appealing conbo. How can she restst. Just eall me ‘el blurtot ...~

[He spreads the drawing on a nearby table and fixes it with stick-
pins. She helps him.]
“Youcre hovering over nae anal aocidentally touching . Do Yo wank e sexually,
or are you just being helpfuc and the toushes are bruly incidental? well, 1 better
figure i ou soom. bezause the comversation has stepped and ' looking really
dunl | better say something, but | dow't lenow what t say. What to sayg? what:
tosay..

Where were you born?
“wvell, that was really stapid. '@ stupid, stupid wan. Where were you bor?'
Could 1 have askeed angthing weore boring? Note to self: wext tine, bring nuy

orain

YELENA
In Petersburg.

“Youtcome frone th ety Youcre cosweopolitan anl sophisticated awd Lets nat for-

et manicd .. ancl 17 wot. Wiy woulel o wank t be with et As far o

oucre comocrad, ' just a country buncpin. Although | anc a deskar: Perhas |

can ol you with ey eueational backgrownd ..+

ASTROV
And where did you go to school?
O yean Tere's wo way youcre going beat e, nowayy i hell ..+
YELENA
At the conservatory.
“Ohinhieayy, magbe nak. Wi couldw' it be aiy place bu the heralded conserva
tory?! By oh boy, @ shot of vodn would fel real good right about now ..+
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ASTROV
You know. Sure, Sonya may be in love, but
why is it you're asking the questions? Why do
‘you look so surprised? You know why I come
every day, you're very well aware of the effect
‘you have on me, you lovely “bird of prey.

YELENA
Bird of prey! What are you talking about?!

ASTROV
You are a gorgeous, frisky rascal . .. and I am
‘your victim. Well, you win, you can have me.|

[(He opens his arms and bows his head like a martyr on the cross.)
Igive in, I'm here and ready to be consumed!

YELENA
Have you gone mad?!

ASTROV
Oh, you are 0 coy.

YELENA
T'm not as cunning or as cruel as you're making
me out to be. Honestly I'm not.

[(she tries to leave. Astrov rushes to block her way,)]

ASTROV
[0 1eave and I won't return. Just tell me

(He takes her hand and glances about to see if anyone is looking.)

Where should we meet? Hurry, someone may

catch us—please tell me where?
(Whispering lustfully)

Your hair smells wonderful. One little kiss,

please let me kiss you.]

YELENA
[1beg of you

ASTROV. o
(Stops her from talking) e with you

No need to beg, I'm yours. You are so beautiful,

And your lovely hands, 1 need to kiss your hands.
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(He kisses her and at that very moment Uncle Vanya shows up car-
1ying a dozen roses and stops just inside the door. Neither Astrov
or Yelena see him.)

YELENA
(Not seeing Vanya)

Don't. We shouldn't be doing this

(She lays her head on Astrov’s chest.)]
ASTROV.

[t two o'clock meet me at the plantation. 11 1o

Promise me you'll come. o
(Yelena sees Vanya looking at them.)

YELENA
[Let go of me! e You want to stay

(She forcefully pulls away from Astrov: ] [ Then she goes to the windows)
YELENA
(Muttering to herself) 1 vania ¢
‘This is just awful.
(Vanya carefully puts the roses on a nearby chair. Yelena continues.

t0 look out the window trying to figure out what she's going to sa
or donext as Astrov looks painfully guilty and attempts to cover up.)

ACTIONS and BEATS give you the colors and specificity of
how your character wins the scene.
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YOUR CHARACTER
Thank you, sir. Il work on t.

EDITOR
Great. If you need help, my assistant Edna will work
with you

YOUR CHARACTER
Edna's good. That's an excellent suggestion.

EDITOR
Now, get out of here and get on it.

Your INNER MONOLOGU

might go something like this

EDITOR
‘This piece you wrote is awful—a ten-year-old
could have done better.

YOUR CHARACTER

‘Thank you sir. I'l work on it

EDITOR
Great. If you need help, my assistant Edna will work
with you

YOUR CHARACTER
Edna's good. That's an excellent suggestion.

EDITOR
Now, get out of here and get on it

You should die a
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ASTROV
Look here. It's a map of this area as it was
Afty years ago. The green color indicates the
forest. Half of the area was surfaced with
forest. Where you see the red over the green—
‘deer. wild goats and all sorts of wildlife were
prevalent. Look at the third part and you'll see my
rendition of how it is today. There's green, but it's
sporadic. There is no wildlife.

(Pause]

‘You might say it's progress and I'd agree if the
destroved forests were making way for factories or
schools. But, no, there is a lot of unusable muddied land
Slled with disease and people who are destimte.

oucve shosen that wotivates our
ur weed o takee o wap. Leks use

dull. As

Now you have to full i the det
SUBSTITUTION for Astrov's passion. and

he subjest that y

e fun ou Wear the seript's words

inolucling what

e of the b

ishy

wo hundred years ago, Awerisar

. deer wild goats awd all sorts of wildiife

eedon. of speech, freedoms of réligiom, et al.

and politicians

Helping poor pecple.

wnusable muddied Land

poor pecpl
[He lookss at her askance ... |
ASTROV

It seems to me that you have little interest
in any of this
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|He kisses her hands.|

YELENA
Stop it, please stop ... go

[She pulls her hand away.]

ASTROV
Tell me, where do you want to meet tomorrow?
‘You know it's inescapable, we are meant to be
together.

|He kisses her and at that very moment Uncle Vanya Shows up car-
rying a dozen roses and stops just inside the door. Neither Astrov
or Yelena see him.]

YELENA
[Not seeing Vanya]
Don't. We shouldn't be doing this

She lays her head on Astrov's chest.]
ASTROV

At two o'clock meet me at the plantation
Promise me you'll come.

[Yelena sees Vanya looking at them.]

YELENA
Let go of me!

She forcefully pulls away from Astrov. Then she goes to the window]

(Muttering to herself|
This is just awful.

(Vanya carefully puts the roses on a nearby chair. Yelena continues
to look out the window trying to figure out what she’s going to say
or do next as Astrov looks painfully guilty and attempts to cover up.)
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ALGERNON
How are you, my dear Emest? What brings you
up to toun? e < wick

JACK
On, pleasure, pleasure! What else should bring one
anywhere? Eating as usual, I see, Algy!

ALGERNON
Istiffly]
Tbelieve it i ustomary i good society to

take some shanmmmmnummmk

Where have you been since last Thursday?

JACK
In the country.

ALGERNON
What on earth do you o there?

JACK
‘When one is in town one amuses oneself.
‘When one is in the country one amuses other

Deople It is excessively boring.

ALGERNON
And who are the people you amuse?





OEBPS/chub_9781440649967_oeb_075_r1.gif
YELENA
[Not seeing Vanya)
Don't. We shouldn't be doing this

“Cone to e, Bewith . Come on, You Want £, You know you do

She lays her head on Astrov's chest.|

b, @ Little taste of heaven.

ASTROV
At two o'clock meet me at the plantation.
Promise me you'll come.

'm0 lose. | oaw. see I i your eyjes. You caw't wait for two oelock, You Love e
e 1 Love you. And Astrov, gou stud, you are gowna get Lusky ...+

[Yelena sees Vanya looking at them.]

.. watt. what are you Looking 67 O wo 16 Vanya. Hes got rage issues a
s gonna ill mee andl thew what will 1do7!

YELENA
Let go of me!
How e | gowna explain this? Tis lackes really, really b

[She forcefully pulls away from Astrov. Then she goes to the
window]

“hy are you nealeing e oo liee the bad guy, Like | fo

yoor

[Muttering to herself|
This is just awful.

1 gotta olatne twmocemce, but 1 Look guilty as hell a1 say or do that
Wil i it for both of us?! Vanya, what have you seea? what have you heard?
Wwhen i hell did you come i and how'd | wiss (71 1€ gotta be that Last shot of
Vodlen bezause otherwise ' usually very observant . .-

(Vanya carefully puts the roses on a nearby chair. Yelena continues
to look out the window trying to figure out what she’s going to say
or do next s Astrov looks painfully guilty and attempts to cover up.]

I could say 1 was 5o drale that | didw't now what | was doling, He's witessed
Some of wuy infanous blackouts. Or 1 could say it was a parlor game we wer
playing. Or she cane to e with sone aches and pains and | was ining
her Being the family doctor that couldl fly, Except what | was doing didw' Look
very wedi 1'gotta cone wp with Something believable so that | can be
Yelewa's hero andt stll have a chance to away,
Here's one that just wight work. 1 could

1 was warning her wp for ou
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ASTROV
leont.|
[He opens his arms and bows his head like a martyr on the cross.]

¢ candyy or 1give in, I'm here and ready to be consumed!

YELENA
Have you gone mad?!

ASTROV.
On, you are so coy.

YELENA
I'm not as cunning or as cruel as you're making
me out to be. Honestly, I'm not.

[She tries to leave. Astrov rushes to block her way.]

ASTROV
T'll leave and T won't return. Just tell me

|He takes her hand and glances about to see if anyone is looking:]

‘Where should we meet? Hurry, someone may
catch us—please tell me where.

vair (Whispering lustully)

Your hair smells wonderful. One lttle kiss,
please let me kiss you.

YELENA
Ibeg of you

ASTROV

[Stops her from talking]
No need to beg, I'm yours. You are so beautiful.
And your lovely hands, I need to kiss your hands.

|He kisses her hands.]

YELENA
Stop it, please stop - . . go

She pulls her hand away.]
jou st because ASTROV
You know it's inescapable, we are meant to be
' together.
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TINA
[Screaming with frustration]
T've had it, I can't do this anymore!

JOHN
Witty repartee isn't enough?
TINA
No.
JOHN

1didn't think so. What if 1 threw in a set of
dish towels?

She exits, slamming the door behind her ]

. JOHN
of [Yelling after her]
' What £ get you a turtle? They make nice pets
[Nothing.|
T'l teach him how to roll over
(One last try]
Tell ya what, I'l let you name him!

\She dossn't return.|
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THE POWER OF
THE ACTOR

The Chubbuck Technique

IVANA CHUBBUCK
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ARTHUR
My advice? If you want expensive companionship,
buy yourself a shar-pei. |

LARRY
[Then there'll be two of us drinking out of the toilet.]
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ASTROV
1f you had told me about her feelings a month

or two ago I might have thought about it . . . but
if she is sick at heart because of me then I guess
there’s no other recourse . . . But tell me, why is
it that you had to ask me?

|He looks at her a moment.|
Ohhhh, T get it!

YELENA
What are you talking about?

ASTROV
‘You know. Sure, Sonya may be in love, but
why is it you're asking the questions? Why do
you look 50 surprised? You know why I come
every day, you're very well aware of the sffect
you have on me, you lovely “bird of prey."

YELENA
Bird of prey! What are you talking about?!

ASTROV
‘You are a gorgeous, frisky rascal ... and I am
‘your victim. Well, you win, you can have me.

|He opens his arms and bows his head like a martyr on the cross.)

Igive in, I'm here and ready to be consumed!
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YELENA
Ibeg of you

ASTROV
[Stops her from talking]
No need to beg, I'm yours. You are so beautiful.
And your lovely hands, I need to kiss your hands.

[He kisses her hands]
YELENA
Stop it, please stop ... go

(She pulls her hand away.]

ASTROV
You know it's inescapable, we are meant to be
together.
[He kisses her and at that very moment Uncle Vanya shows up car-
rying a dozen roses and stops just inside the door. Neither Astrov

nor Yelena see him.]
YELENA
[Not seeing Vanya]

Don't. We shouldn't be doing this
[She lays her head on Astrov's chest.|

ASTROV
At two o'clock meet me at the plantation.

Promise me you'll come.

[Yelena sees Vanya looking at them.]

YELENA
Let go of me!
(She forcefully pulls away from Astrov. Then she goes to the window]

(Muttering to hersalf|
This is just awful.

[Vanya carefully puts the roses on a nearby chair. Yelena continues
tolook out the window trying to figure out what she’s going to say
or donext as Astrov looks painfully guilty and attempts to cover up.]
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UNCLE VANYA
Anton Chekhov.
(A scene from Act IT)

i e dow't liee some:

I hope 1 Like his ) s <o hard for mee o preten v
ing. Ve wot & good Uy . wh-oh, here he comes . ' gowna strike that pose
Blays both ‘come-hither” aud ‘pure imnooence. It a surefure winner ..+

ASTROV
|Enters with drawing]
Hello, T understand you wanted to see
some of my artistry?
“Oh ek, ' just shafing at the bit to see your orude and amateurish
attencpts

YELENA
Yesterday, you assured me you would show
‘me your drawings. Ate you available now?

joucre available. You dow'tdo anything all day exc

Of course
walke by

ool whenever |

ASTROV
Tdlove to!

“That was easy. s gonna be fun watehing you sweak o5 | Gesidentally on purpose
vage to you as | bead down. to help spread your drawing o the

expose vy
table. . ”

|He spreads the drawing on a nearby table and fixes it with stick-
pins. She helps him.]

“whoops, 1 diropped one of the
ik it up, meaking sure [ bend
taces are i your full view ...+

ipins. So ' Just golng t have to bewd down. to
Such @ way S0 as to rake sure ey fur but

ASTROV
Where were you born?

“evhat @ weird thing to ask. sually the sight of ney butt and breasts doeswe

Ensplre tale of nay birthplace. Except, ¢ you really thine about it one caw't be

oorn. unless you have sex, so i dor e imd of . *
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Eetersburg,
e INNER. OBJECT pioture here s a place that intincidates you in some wayy. 1t -
dogsn’t have to b place where our SUBSTITUTION for Yelena was borm. it oan
lo¢ where she lives now, or & state of mindl place Ehat maaes ou fek Less than,
confent

* hew Yorke
b high-powered eareer (versus way serving fries at Mickey D)

ity (versus nay conng from Hisksille)

* upper class (versus way lower-niddle-class upbringing)
 Her wealth (versus wy poverty)
© b fae/famsous fartly (versus ey average anogmous selffancly)

ASTROV
And where did you go to school?

YELENA
At the conservatory.

. school” and *.. . conservatony.”
Here choose an INNER. OBJECT visual. that waees you fel Less eaueated, Entelli-
et or sosly equal.

 Harvard (versus ney voeational scheol)

* Personally trained by favons acting tacher (versus my being trained by
Aunt Luey, whose big clan to fane (s being an. extra on The Poscidon
Adventiay

 Giraduated magna cum laude (versus wy barely passing)

 Coning from @ famous fanily that konows the joys of wepotisn (versus ey
it beig able  even get a cup of sugar froms the tratler pariead wext door)

© A sohool. fo giftzn (ersus wy trying t et ko the same schaok andl ther re-
fusing to taee wee)

ASTROV
1 doubt very much this wil intrigue you
in any way.

YELENA

‘Why not? You're right in assuming I don't
know much about the country, but I'm well read.

- the country
The same INNER OBJECT images you used for the “drawings.”
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there’s no other recourse
ASTROV
(Pause]
But tell me, why is it you had to ask me?
ot ths gane and that really

ve Yo with

turne n
what

ih-oh, good question, yo

er vesp

on How shou
Shoull | sayg? Nothing's sonding o ey wind . . humy up br o stuff
[He Iooks at her a moment.]
Ohhhh, I get it
e just gowna play tnmosent Tt should work . ..
YELENA
What are you talking about?

ok e e

ASTROV
‘You know. Sure, Sonya may be in love, but
why is it you're asking the questions? Why do
you look 5o surprised? You know why I come
every day, you're very well aware of the effect

you hiave on me, you lovely *bird of prey.”

YELENA
Bird of prey! What are you talking about?!
Look ot you. If you se owll mow e full of it
ASTROV

‘You are a gorgeous, frisky rascal ... and I am
your victim. Well, you win, you can have me.

vel Youte o sexy) whew ou've winning

Youre going for t. cioud
|He opens his arms and bows his head like a martyr on the cross.)

about wixed messages. ' this about sex or relt-

Igive in, I'm here and ready to be consumed!

0 Yo You're supposedt to be all over

YELENA
Have you gone mad?!

No owe's ever outsmaarten mae before. P really ot a loss ... anal that gets me so
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AsTROV
You are a gorgeous, frisky rascal ... and I am
your victim. Well, you win, you can have me.

{He opens his arms and bows his head like a martyr on the cross.)

Igive in, I'm here and ready to be consumed!

YELENA
Have you gone mad?!

ASTROV
Oh, you are 5o coy.

YELENA
I'm not as cunning or as cruel as you're making
me out to be. Honestly I'm not.

(She tries to leave. Astrov rushes to block her way.]

ASTROV
I'll leave and I won't return. Just tell me

|He takes her hand and glances about to see if anyone is looking.)

Where should we meet? Hurry, someone may
catch us—please tell me where.

[Whispering lustfully)
‘Your hair smells wonderful. One little kiss,
please let. me kiss you.
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ASTROV
(Pause)

[You might say i's progress

and I'd agree if the destroyed forests were making

‘way for factories or schools. But, no, there is a :

1ot of unusable muddied land flied with disease

and people who are destitute.|

[(#e 1ooks at her askance.)

It seems to me that you have lttle interest

in any of this.
YELENA
No, it's simply that I don't comprehend much
of it
ASTROV

It doesn't take much to comprehend it, T just
don't think you're all that interested.

YELENA

[Please excuse mylack of concentration as my

mind is someplace else. To be honest | wanted

10 ask you something but don't know how to begin.
(Pause) eq

It's a question about someone you know. Like

friends, let's talk, being totally open with each

other and then forget we ever had this conversation.

What do you say?

Astrov
Allright]

YELENA
[1v's about Sonya, my stepdaughter. What do
‘you think of her, do you like her?

ASTROV
Ican admire her spirit.]

YELENA
[But do you like her as a woman?
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ASTROV

(Pause]
No.
iz g o, do
YELENA
Kissing his hand)

You don't love her, I can see that from your
eyes. You know, she's suffering. Try to
understand that you must stop coming here.

e et e ell e &

Ouch! T hate this, I feel like I've been carrying

the weight of the world on my shoulders. Anyway,

it's done, thank God, so now we can forget we

ever had this conversation and move on. You're

a smart man, I'm sure you realize why you must
ood. Yo see e o5 &

i your shoulders, wot as a virile

(Pause]
1feel all the blood rushing to my head.
you seem to

wonan, yo

i e £ hold ot . . buc what 6 ' wrong and you push nee

o Ward £ read andl | ans 5o rousedd

ASTROV
If you had told me about her feelings a month or
two ago I might have thought about it ... but if
she is sick at heart because of me then I guess.
there's no other recourse.

o, bt vt o i
oz e

waybe o

e this questi

But tell me, why is it you had to ask me?

Youe Uk e, You wank me just as naacch 05 | want ot

He looks at her a moment.]

ver. 1 hope this weans

e

You want e as wesch as | wat

@nswering. That means youre too afrald to ans

. e going for
Ohhhh, I get it!

. You have the hots for wel © «do

YELENA
‘What are you talking about?
“Dow't pretendl you dow't kusow: You kwow what (s talieing
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MACBETH
There's one did laugh in's sleep, and one cried “Murder!"
That they did wake each other: T stood and heard them:
But they did say their prayers, and address'd them a
gain to sieep

LADY MACBETH
There are two lodged together.

MACBETH
One cried “God bless us!” and *Amen” the other,
As they had seen me with these hangman's hands
Listening their fear, I could not say *Amen,
When they did say “God bless us!”

o ave ot v

amy

LADY MACBETH
Consider it not 5o deeply.

"Oh yeah, if youre so sneart, auswer we this

MACBETH
But wherefore could not I pronounce “Amen"?
1 had most need of blessing, and “Amen”
Stuck i my tost.

of gour

LADY MACBETH
These deeds must not be thought
After these ways; 50, it will make us mad.

out ok you dow't care. REALLY

HINK 14 GOING CRAZ A1

MACBETH
Methought I heard a voice cry “Sleep no more!
Macbeth does murder sleep”—the innocent sleep,
Sleep that knits up the ravell'd sleave of care,
The death of each day's life, sore labour's bath,
Balm of hurt minds, great nature's second course,
Chief nourisher in life's feast,—

ep, Lot of crazy

need amgg e
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LADY MACBETH
Who was it that thus cried? Why, worthy thane,
You do unbend your noble strength, to think

So brainsickly of things.

) a e of every
Go get some water,

And wash this filthy witness from your hand,
‘Why did you bring these daggers from the place?

heaven's nane would you bring

b 50, excuse the expression, b
‘They must lie there; go carry them, and smear
‘The sleepy grooms with blood.

h e the bratins

ey is  that | have £ wari

e | furst met you you

er? Now pou're a brainle

what happe

thing youre Ring or 1 wouldl be 5o out of here

MACBETH
T'l go no more:

I am afraid to think what I have done;
Look on't again I dare not.

LADY MACBETH
Infirm of purpose!

Oleay, that didwt worke. All right, as usual, if  w

i

done right, e got to do it

Give me the daggers: 'is the eye of childhood.

‘That fears a painted devil. If he do bleed,

T'll gild the faces of the grooms withal,

For it must seem their guil.
wve sush @ eryoaby,Just thio

of the

rs and voila, they Lok
have ensily

lenow, o

Spinele
P
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“So whos stinky, cheapo panties are these? Slutty llanner
Skanky Connic? Or how-did-he-get-in-the-nix Alaw? Hich?
Huhot”

LisA
Is that all you have to say about it?

“Youdalbwags put e donm, calling e stupid allthe time. Well,
who Lok i av. diot naw, you jerel”

DON
What else do you want me to say?

“You thik youre such a big-tine wiitey yet you have wothing
0 say ... all thase big worrs that you use—tnsoreotlyy, | ndght
add—saw't help you now ...

LISA
How about sorry?
“Heyy pea-brain. Has i ever ocourred to you to say T oy’
el aotually wean. (671 Perhps, wister writer-man, you dow't
enow the meawing and derivation.of the word, Giod, I sush an
ot for always taking yow back. .-





OEBPS/chub_9781440649967_oeb_043_r1.gif
ASTROV
Allright ]

YELENA
[1's about Sonya, my stepdaughter. What do
you think of her, do you like her?

ASTROV
I can admire her spirit

YELENA oted ¢
But do you like her as a woman? (sue cTion
ASTROV
(Pause)
No.]
YELENA
(Kissing his hand) ke you feel
You don't love her, T can see that from your o
&yes. You know, she's suffering. right answer
Try to understand that you must stop
coming here. e ou
(Pause) aorif y

Ouch! I hate this, I feel like I've been carrying

the weight of the world on my shoulders. Anyway,
it's done, thank God, 50 now we can forget we
ever had this conversation and move on. You're

2 smart man, I'm sure you realize why you must

(Pause)
1 feel all the blood rushing to
my head. ke you rush over
ASTROV

1f you had told me about her feelings a month
or two ago I might have thought about it . .. but
if she is sick at heart because of me then I guess
there’s no other recourse

(Pause)
[But tell me, why is
it that you had o ask me?

(He looks at her a moment.)
Ohhbh, I get it!

YELENA e
What are you talking about? 9
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YELENA
It's about Sonya, my stepdaughter. What do
‘you think of her, do you like her?

ASTROV
1 can admire her spirit.

YELENA
But do you like her as a woman?

ASTROV
[Pause]
No.

YELENA

Wi h (Kissing his hand]

You don't love her, T can see that from your
eyes. You know, she's suffering. Try to
understand that you must stop coming here.
s (Pause]
uch! I hate this, 1 feellke I've been carrying
the weight of the world on my shoulders. Anyway,
Jit's done, thank God, 5o now we can forget we
ever had this conversation and move on. You're
a smart man, I'm sure you realize why you must .
(Pause]
1 feel all the blood rushing to my head.

ASTROV
“Ityou had sold me about her feelings & month oc
two ago I might have thought about it .
but if she is sick at heart because of me then I guess
there's no other recourse

[Pause]
But tell me, why is it you had to ask me?

|He looks at her a moment.)

Ohhb, I get it!

YELENA
What are you talking about?
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ARTHUR
[Anoy Captain Sanders! The U.S . Hilarity is now
safely in her berth

LARRY
Has anyone ever told you you should wear a sailor's cap?

ARTHUR
‘Yeah, the late Rock Hudson.

LARRY
‘That's another conversation,

ARTHUR
[So your brother Stan's coming to town?

LARRY
He's staying with me.
ARTHUR
[an.
LARRY
What's that supposed to mean?
ARTHUR
Oh nothing. Just practicing my Chinese.
(veat)

Just mail him a check?

LARRY
[Because I can use the company.
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THE POWER OF
THE ACTOR

The Chubbuck Technique

IVANA CHUBBUCK

ooooooooooo
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TINA
[Suspiciously]

1 don't understand. Usually, when you get laid off,

they give you some notice.

JOHN
1 guess my boss didn't read the Laying Someone
Off book of etiquette. Remind me to get him a copy.

. oucre pullin TINA
o You were fired, weren't you?

JOHN
‘Why would you think that?

TINA
On, gee. Maybe it's because you've lost six
Jobs in three months.

JOHN
Give me some credit—it's not easy making.
that many people hate you in such a short
period of time,

fragments and the jo TINA
contents and (Fed up]
o garbage Same reason?
JOHN
Yep.
TINA

Drinking on the job. When are you going to
realize you have a problem?

JOHN
[Dripping with sarcasm]

‘The only problem 1 have is that we've run out of

scotch. Do you mind running to the store, dear,

and getting me a fifth?

TINA
Sure, let me go right now .. . oh, but I forgot—I don't
have any money because someone I know can't

keep a job. Which, since last I heard, is a requirement
for a paycheck





OEBPS/chub_9781440649967_oeb_037_r1.gif
YELENA
But do you like her as a woman?

ASTROV
[Pause]
No.

YELENA
[Kissing his hand]

You don't love her, I can see that from your

eyes. You know, she’s sufering. Try to

understand that you must stop coming hate.

ploture would be the place that youve been inordlinat
ting to se¢ your SUBSTITUTION for Yelena and contaimns some
o you ha

2 showing up.

TITUTION for Yelewa

howe (which

ITUTION for Yelena's relative
TITUTION for Yelena's workplace (a

e jobless)

have £ quit a

 The sohool we both attend (which eans you have to diep out of sshool)

&S

o My friends

UTION for vanya) howe (which weans you lose

nd)

YELENA

Ouch! I hate this, I feel like I've been carrying

the weight of the world on my shoulders. Anyway,

it's done, thank God, S0 now we can forget we

ever had this conversation and move on. You're

a smart man, I'm sure you realize why you must ..
[Pause]

Lteel all the blood rushing to my head.

“Ufeel all the blood rus
ihis coull have many meanings. The INNER OBJECT inag
ent possivilities of what she means Inful and fearful

g b

exually tured on

* Uncondortable

 needs & vomlt
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UNCLE VANYA

Anton Chekhiov.
(A scene from Act II)

r your arm ASTROV

|Enters with drawing]
Hello, I understand you wanted to see
some of my artistry?

YELENA
Yesterday, you assured me you would show
‘me your drawings. Are you available now?

ASTROV
Tdlove to!

|He spreads the drawing on a nearby table and fixes it with stick-
pins. She helps him.]

Where were you born?

YELENA
In Petersburg.
ASTROV
And where did you go to school?
YELENA
Atthe conservatory.
ASTROV
I doubt very much this will intrigue you
in any way.
YELENA

Why not? You're right in assuming I don't
kmow much about the country, but I'm well read.
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YELENA

In Petersburg.
“Youre Looking at me strangely. why
cosnopolita, s

7 Dees the fact that e frow o
19 and youre a hick. frow the

ASTROV
And where did you go to school?

YELENA
At the conservatory.

ould

e the answer. My

suggestion, my dear Astro is to stop asking Leading questions. You'l be
Lot happter for (&
ASTROV
I doubt very much this will intrigue you
in any way.
“You got that right. | dow't kenow about: th 1y, wor o | care abouct the oo

.. bt i vely gooe ot making e feel irile and smuart
YELENA

Why not? You're right in assuming I don't

know much about the country, but I'm well read.

betker ‘Simeere than e, You believe w ou That 1 care
o sare ot ar sohelarly

e about earning o

ASTROV
Look here. It's a map of this area as it was
fifty years ago. The green color indicates the
forest, Half of the area was surfaced with
forest. Where you see the red over the green—
deer, wild goats and al sorts of wildlife were
prevalent.

en, ved, deer; goats,

Look at the third part and you'll see my rendition
of how it is today. There's green, but it's sporadic.
‘There is no wildlife.

You might say it's progress and I'd agree
if the destroyed forests were making
‘way for factories or schools.

“whatever: 1L just keeep woda

gy head, ame wialee Wi believe Ve

listening
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gy t0 you soow, P just sitting
andl | dowE wamt £ sorow up. ... You
1. What are you doing with we? Stzp i, be

are s0000 good-Loo
Pesitive, oy something, and say something swart

YOUR CHARACTER
This is a great restaurant. Even the music is great.

M= hygenh, gee iz, that vns smart. e sch a wron. 1
there s il for sl pacple, 1o have a ifesentance ..+

THE DATE
Yeah, it's Mozart, I find it stimulating and calming
at the same time.

LM.= Oh no, all. know about 0

s th

thewas

German.....or s it Austrian? Or Swiss? why do yow have to be
S0 sexy awdl e so durb? Please, o, please, for the love of ciod o

ot aske g about elassical musie
(Knowingly hums & few bars)
So, who's your favorite composer?

LM “vwhatr 1 dowt have a clue. @ui

. change the subjest ..+
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[Vanya carefully puts the roses on a nearby chair. Yelena continues
tolook out the window trying to figure out what she's going to say
or donext as Astrov looks painfully guilty and attempts to cover up.]

INNER OBJECTS from Astrov's PO.V.

ANTON CHEKHOV

Uncle Vanya
(A scene from Act IIT)

AsTROV

(Enters with drawing]
Hello, T understand you wanted to see
Some of my axtistzy?

YELENA
Yesterday, you assured me you would show
me your drawings. Are you available now?

ASTROV
T'dlove to!

[He spreads the drawing on a nearby table and fixes it with stick-
pins. She helps him.]

Where were you born?

YELENA
In Petersburg.
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[Int. one-room apartment—night. John is sitting alone on the
‘couch looking alone, desperate and tipsy. We hear a key turn in the.
lock. Tina, his wife, opens the door and enters.)

TINA
Aren't you supposed to be at work?

i JOHN
1 got laid off.
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YELENA
No, it's simply that I don't comprehend much
of it

ASTROV
It doesn't take much to comprehend it, I just
don't think you're all that interested.

YELENA

Please excuse my lack of concentration as my

mind is someplace else. To be honest I wanted

10 ask vou something but don't know how to begin.
[Pause]

It's a question about someone vou know. Like

friends, let's talk, being totally open with each

other and then forget we ever had this conversation.

What do you say?

ASTROV
All-right.

YELENA

It's about Sonya, my stepdaughter. What do
you think of her, do you like her?

ASTROV
Ican admire her spiri.

YELENA
But do you like her as a woman?

ASTROV
(Pause]
No.

YELENA
(Kissing his hand]

‘You don't love her, I can see that from your

eyes. You know, she's suffering. Try to

understand that you must stop coming here.





OEBPS/chub_9781440649967_oeb_066_r1.gif
ASTROV
On, you are 50 coy.
“Youre velewtiess. How do 1 cou

YELENA
I'm not as cunning or as cruel as you're making
me out to be. Honestly, I'm not.

e believe e a good playger and e feeling the

et out of here before t censes to be a ga

or waking mad, passionate love. AlL (e beew
to 15 old-neau. sex, awal 1 bet ou can Last Longer than three se
gotta getouk of heret”

heat, i wore waygs than one

we're rolling il over the

[She tries to leave. Astrov rushes to block her way.]

ASTROV
I'll leave and I won't return. Just tell me . .

|He takes her hand and glances about to see if anyone is looking:]

“You grabbing we (s so strong,
| old
o femow about .. Looke. ot your clenr skin—sure yowe got brokeen. blood vessels
frome wayy too wuich vodle, but who cares? | wawt you, badly! what 6f we get
caught? Oh, that thought gets we even hotter: e doomeal ...~

0 arousing. | want yoie. fw maried. | saw. Yeah

e nanied t aw ol

i places you dow't even want

Where should we meet? Hurry, someone may
catch us—please tell me where.
[Whispering lustfully)
Your hair smells wonderful. One little kiss,
please let me kiss you.
“Help w0 bt stromg, | dow't know how nash lon

er 1 can pull away ...+

YELENA
Ibeg of you

 of here before 1 get to that place when |

wo awy longer

ASTROV
[Stops her from talking]

No need to beg, I'm yours. You are 50 beautiful,

And your lovely hands, I need to kiss your hands.

e, ok the Wands, e 5o sensltive there
Ho kisses her hands)

jood, skap, please stcp, ' los
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UNCLE VANYA
Anton Chekhov
(A scene from Act III)

ASTROV.
(Enters with drawing)

[elio, T understand you wanted to see

some of my artistry? . "

YELENA
Yesterday, you assured me you would show
‘me your drawings. Are you available now?|

ASTROV
[rdlove to! ;

(He spreads the drawing on a nearby table and fixes it with stick-
pins. She helps him.)]

[Where were you born?

YELENA

In Petersburg. et Yo open
ASTROV

And where did you go to school?
YELENA

At the conservatory. |
ASTROV

[1 doubt very much this will intrigue you

in any way. ke o b
YELENA

Why not? You're right in assuming I don't know much
about the country, but I'm well read. |

ASTROV
[Look here. Iv's a map of this area as it was

fifty years ago. The green color indicates the et o
forest. Half of the area was surfaced with forest.

Where you see the red over the green—deer,

wild goats and all sorts of wildlife were

prevalent. Lok at the third part and you'll | =ile pouc iy
see how it is today. There's green, but it's sporadic.

There is no wildlife. |
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LADY MACBETH
What do you mean?

at do you we k-

what do 1 neana! 1 thiwd

veally sincple € wnderstand. ' GOING INSANEII Yot never
en to e, do you Never hinle | have awyhi

(s agatn But lsten. o e thi tie

ke it eally, vealy oleari1

MACBETH
Still it cried *Sleep no more!” to all the house:
“Glamis hath murder'd sleep, and therefore Cawdor
Shall sleep no more: Macheth shall sleep no more.”

[

Do o understand wowrt | mean, even aw (ot sould g
but pous lowt wank £ get £, 16 always about you ... o, you,
Yo, you. You're so self-centared

LADY MACBETH
Who was it that thus cried? Why, worthy thane,
‘You do unbend your noble strength, to think
So brainsickly of things.

here you go.
Go get some water,
And wash this filthy witness from your hand,
Why did you bring these daggers from the place?
‘They must lie there; go carry them, and smear
The sleepy grooms with blood.

e feel stupic

out L that blood ne

MACEETH
Tl go no more:

Iam afraid to think what I have done;
Look on't again I dare not.

“You thivie you contrel

helli®

LADY MACBETH
Infirm of purpose!
“nere ou g, caling me dunb againI”
Give me the daggers: 'tis the eye of childhood
‘That fears a painted devil. If he do bleed,
Tl gild the faces of the grooms withal,

For it must seem their guilt.
Yeah, you do (. You think, you do everything better th

s

v well YU deal with all that
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ASTROV
‘You know. Sure, Sonya may be in love, but
why is it you're asking the questions? Why do
you look so surprised? You know why I come
every day, you're very well aware of the effect
you have on me, you lovely "bird of prey.”

YELENA
Bizd of prey| What are you talking abou!

ASTROV
You are a gorgeous, frisky rascal ... and I am
your victim. Well, you win, you can have me.

{Ho opens his arms and bows his head like a martyr on the cross.)

YELENA
Have you gone mad?!

ASTROV

OB, you are s0 coy.

YELENA
I'm not as cunning or as cruel as you're making.
‘me out to be. Honestly, I'm not.

She tries to leave. Astrov rushes to block her way.]

ASTROV
T'llleave and I won't return. Just tell me

1L proncise you amygt

{He takes her hand and glances about to see if anyone is looking.|
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MACBETH
(Act 11, Scene 2)
“.was Gt worth ‘s blood al over ey hands. 1ve killed @
huanan being and 1L wever be the samse .. . P an evil, honble
e aud P going to helli”

MACBETH
[Looking at his hands]

This is a sorry sight.

©.. . here was blood everywhere. | didw't wank to do it and you

wade we .. Wiy dil | ever Usten t you?”

LADY MACBETH
A foolish thought, to say a sorry sight.

.. Hrow could you Sy that?! It was honriblel But you ean say
Bygthing you want besase o werewt therel What ant | going
0 d071 1 thinke Someone ndght have seew wee. | thiwe t heard
veices or anc 1 just going starls raving wa
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UNCLE VANYA
Anton Chekhov
(A scene from Act I1T)

ASTROV

(Enters with drawing]
Hello, I understand you wanted t0 see
some of my artisury?

s he dbsessed with?

aloout your S Astrov. what subjes
whtat toptc dots he go on ad ow about that utterty bores you

© The mayoral cancprigu in Juncau, Alaska

.

Free th Fenets Act

o ceotony

 The washington Redskins

o Stocke futures
YELENA

Yesterday, you assured me you would show
me your drawings. Are you available now?

ASTROV

T'dlove to!

He spreads the drawing on a nearby table and fixes it with stick-
pins. She helps him.]

Where were you born?

YELENA

Sl of gt i yovr SUBSTITA
2l by, s docsot v o be o
1t could be where o resde
aly o csononsicalyy

TON for Actrov lives, You have to also be
UTION for Astrov will be distressed whew he naakss

the concparison to his life
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[(He looks at her askance .

YELENA
At the conservatory.|

ASTROV
[1 doubt very much this will intrigue you
in any way. i you b

YELENA
Why not? You're right in assuming I don't know much
about the country, but I'm well read. |

ASTROV.
[Look here. It's a map of this area as it was
fifty years ago. The green color indicates the
forest. Half of the atea was surfaced with &
forest. Where you see the red over the green— (i @ e
deer, wild goats and all sorts of wildlife were
prevalent. Lok at the third part and you'll mak
see my rendition of how it is today. There's e
green, but it's sporadic. There is no wildlife] fascis
(Pause)
[You might say it's progress and I'd agree if make you
the destroyed forests were making way for mak
factories or schools. But, no, there is a lot of b
unusable muddied land filled with disease ?
and people who are destitute.|

)

It seems to me that you have lstle interest
in any of this.

YELENA arter than v
No, it's simply that I don't comprehend much
of i.

ASTROV.
It doesn't take much to comprehend it,  just
don't think you're all that interested. |

YELENA
[Please excuse my lack of concentration ks o f
as my mind is someplace else. Tobe 41 i
honest [ wanted to ask you something  ccigy to peale o
but don't know how to begin.

(Pause)
[1t's a question about someone you know.
Like friends, le's talk, being totally open with o
each other and then forget we ever had this oy <hrin
conversation. What do you say?
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ASTROV
T doubt very much this will intrigue you
in any way.

YELENA
Why not? You're right in assuming I don't
kmow much about the country, but I'm well read.

s u ASTROV.
(7<% Look here. It's a map of this area as it was
wy  fifty years ago. The green color indicates the
o forest. Half of the area was surfaced with
sgresel  forest. Where you see the red over the green—
aitobe  deer, wild goats and all sorts of wildlife were
hysically  prevalent. Look at the third part and you'll
ol see my rendition of how it is today. There's green,

but it's sporadic. There is no wildlife

(Pause]

You might say it's progress and I'd agtee
ifthe destroyed forests were making
‘way for factories or schools. But, no, there is a
lot of unusable muddied land filled with disease
and people who are destitute.

|He looks at her askance .

It seems to me that you have lttle interest

in any of this.
YELENA
No, it's simply that I don't comprehend much
of it
ASTROV

It doesn't take much to comprehend it, T just
don't think you're all that interested.

aph YELENA
Please excuse my lack of concentration as my
‘mind is someplace else. To be honest I wanted
1o ask you something but I don't know how to
begin.
" ith concern (Pause]

e It's a question about someone you know.
photo Like friends, let's talk, being totally open with

i each other and then forget we ever had this

ASTROV
All-right.
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JACK
Tamin love with Gwendolen, I have come up to town

expressly mnmms.emm

ALGERNON
Ithought you had come up for pleasure? ... I call
that business wdo
Jack
How utterly unromantic you are!
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i the drawing i ASTROV
“* Lok here. It's a map of this area as it was
herto fifty years ago. The green color indicates the
forest. Half of the area was surfaced with
forest. Where you see the red over the green—
deer, wild goats and all sorts of wildlife were
prevalent. Lok at the third part and you'll see
my rendition of how it is today. There's green,
but it's sporadic. There is no wildlife.

[Pause]
‘You might say it's progress and I'd agree if
the destroyed forests were making way for
factories or schools. But, no, there is a
ot of unusable muddied land filled with disease
and people who are destitute.

[He looks at her askance .. .|

It seems to me that you have little interest in any of

this.
YELENA
No, it's simply that I don't comprehend much
of it.
odlkn fr ASTROV

ble It doesn't take much to comprehend it, T just
don't think you're all that interested.

YELENA
Please excuse my lack of concentration as my
mind is someplace else. To be honest I wanted
10 ask you something but I don't know how to
begin.
payed oty of o table  [Pause]

1t's a question about someone you know.

Like friends, let's talk, being totally open with
each other and then forget we ever had this
conversation. What do you say?

ASTROV
All-right,

YELENA
It's about Sonya, my stepdaughter. What do
‘you think of her, do you like her?

ASTROV
I can admire her spirit.
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JOHN
That's a nasty rumor, don't believe it.

TINA
[Screaming with frustration]
I've had it, I can't do this anymore!

grabiting ttems from JOHN
Witty repartee isn't enough?

. TINA
No.
JoHN
1didn't think so. What if I threw in a set of
dish towels?

(She exits, slamming the door behind her]

JOHN
(Yelling after her)
What if I get you a turtle? They make nice pets

[Nothing.]
T'll teach him how to roll over .

(One last try)
Tell ya what, Il let you name him!

(She doesn't return.]

Possible DOINGS from John’s P.O.V.

o get you to love me in spite of

OBJECTIVE of

Consider John’s SC!
\g your choices for DOINGS.

my problem” in maki

THE CONFRONTATION

[Int. ONE-ROOM APARTMENT—NIGHT. John is sitting alone on
the couch looking alone, desperate and tipsy. We hear a key turn in
the lock. Tina, his wife, opens the door and enters.]

TINA
Aren't you supposed to be at work?

" JOHN
cur eal T got laid off.
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YELENA
[Not seeing Vanya]
Don't. We shouldn't be doing this

danger of your
personal cire
o niverce

© Denth or maliuing

o o fu
* Expulsio
* Loss of fandly

e

of fre

de.

* Alowe forever
She lays her head on Astrov's chest.|

ASTROV
At two o'clock meet me at the plantation.
Promise me you'll come.

that will makee

st for you aud your

(TION for Astro ate weeting,

o A local par
© A friendts hone

© A spestfio hotel or waotel roone

. Ane

[Yelena sees Vanya looking at them.]

YELENA
Let go of me!

[She forcefully pulls away from Astrov. Then she goes to the
window.]

{Muttering to herself|
This is just awful.
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ASTROV
[cont.]

But, no, there is a lot of unusable muddied land filled.

‘with disease and people who are destitute.

[He looks at her askance . ..]

atey besause | havewt been listaning

want be a

“ hope

It seems to me that you have little interest
in any of this.

YELENA
No, it's simply that I don't comprehend much of it.

fncing to you.”

now, P high

ASTROV
It doesn't take much to comprehend it, T just
don't think you're all that interested.

YELENA
Please excuse my lack of concentration as my
‘mind is someplace else. To be honest I wanted
t0 ask you something but I don't know how to

begin.

e, Tt al
ool b

owt have & oluie what

jous. Gie, this i fun

(Pause]
It's a question about someone you know.

o wilke this. Hh ikt sound ominoLs.

Like friends, let's talk, being totally open with
each other and then forget we ever had this
conversation. What do you say?

1 ane so brilliau, Look, at youe squirmc. You L worn on the end of & fush
gy haok. Etther that or o' susplelous iing you all wrong, 1 love @
jood challenge. This s better than ches
ASTROV
All-tight.
(s couldl easily bokefire. 1€  visky question . What if ou do Lov
s Then 1 would be the fool

YELENA
It's about Sonya, my stepdaughter. What do
you think of her, do you like her?

g 0 Long tinee £ awswer. Tis is wot @ good sig






OEBPS/chub_9781440649967_oeb_008_r1.gif
ANNA
No, I said no. I don't want this. I'm not

strong enough to kick you out physically)

[Why are you being so damned truculent? I said I don't
Jike you. I don's want to know you.  don't wan

t0 566 you again, There is no reason for you 1o

come here. I have nothing for you. I don't like

Vou and I fnghtened of you |
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YELENA

Ouch! I hate this, I feel like I've been carrying

the weight of the world on my shoulders. Anyway,

it's done, thank God, s0 now we can forget we

ever had this conversation and move on. You're

a smart man, I'm sure you realize why you must .
(Pause]

fecl all the blood rushing to my head.

ASTROV.
If you had told me about her feelings a month

or two ago I might have thought about t ... but
if she is sick at heart because of me then I guess
there's no other recourse . . . But tell me, why is
it that you had to ask me?

He looks at her a moment.]
Ohhhh, T get it!

YELENA
‘What are you talking about?

ASTROV.
You know. Sure, Sonya may be in love, but
why is it you're asking the questions? Why do
‘you look so surprised? You know why I come
every day, you're very well aware of the effect

‘you have on me, you lovely “hird of prey."

YELENA
‘Bird of prey! What are you talking about?!
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YELENA
No, it's simply that I don't comprehend much
of it

ASTROV
It doesn't take much to comprehend it, T just
don't think you're all that interested.

YELENA
Please excuse my lack of concentration as my
mind is someplace else. To be honest I wanted
0 ask you something but don't know how to begin
(Pause]
It's a question about someone you know. Like
friends, let's talk, being totally open with each
other and then forget we ever had this conversation.
What do you say?
.. nsk you somethtn auestion abput somepne you lonow” =
(TIOM for Yelena, what could bt
tha o et Somsthing she would
) disquieti

Tinkieg of posstble

e e v o s g o n 5 05 g 0 B CBIECT
Hate o e of o nopes

awswe

it exposed thiough

o “(are you) an alooholic?”

ou like to) torture sweall antneal

* “(ave you) @ ho

© “Gare you)

on of

o “(vave you ever) bezn

 “(B0 you have a history of) beating up ow wome?”
ASTROV
All-right.
YELENA

It's about Sonya, my stepdaughter. What do
you think of her, do you like her?

ASTROV
Ican admire her spiri.
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YOUR CHARACTER
I'm so hungry. I wish the waiter would come.
L “Oh oy, that was swcoth. Yodre probably hinkig that
e and on top of ey gance . . . oh yeah, right, ore

wrate ... Oh maw, P gonna be

would be wore a
forever ...

and so on.
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YELENA
Stop it, please stop ... go

1 gotta be strong, | eaw't ose control. Thew. 1l Lose everything ... what if someone
shows uprt®
She pulls her hand away:]
1ve got to get it together, e totally ot of controll . o, | WAE o .. | wowt
vest L1 have ow. Oh, ey ¢ Youlve got to stup
ASTROV
‘You know it's inescapable, we are meant
t0 be together.

Oh, what the hell. c

|He kisses her and at that very moment Uncle Vanya shows up car-
rying a dozen roses and stops just inside the door. Neither Astrov
nor Yelena see him.]

YELENA
[Not seeing Vanyal
Don't. We shouldn't be doing this

She lays her head on Astrov's chest.|

ASTROV
At two o'clock meet me at the plantation.
Promise me you'll come.

wromg with now?! Oh, 1 wawt you so wiich

[Yelena sees Vanya looking at them.]

“Oh wa, this Look

anga, Astrov foreed

veally bad. e ot to get awayy from

YELENA
Let go of me!

[She forcefully pulls away from Astrov. Then she goes to the
window]

(Muttering to herself]





