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  Introduction




  If you are reading this book, there is a good chance that you are thinking of auditioning for drama school. It costs money to attend the rounds of auditions at the top schools

  and it also takes nerve. You have to stand in front of a panel of people, some of whom may look less than enthusiastic, and convince them of your talent. You will have to show that you have a voice

  and body that are trainable, that you are responsive and flexible, that you are passionate about what you do, that you are creative and imaginative. You will have to give them a very good reason to

  select you out of the thousands of applicants auditioning every single year. Each drama school sees well over two thousand hopefuls, and from these they make roughly thirty offers. So behind each

  person given a place stands a long queue of people wishing that they had been chosen instead. Perhaps if you had only been toying with the idea of trying out for drama school, this paragraph will

  put you off. If it does then you have had a narrow escape. Auditioning is not for the faint-hearted. You need to want to train as an actor more than anything else in the world in order to endure

  the experience.




  Let us assume that it hasn’t deterred you, or perhaps you have already been accepted on to a course. You are, no doubt, aware of what a difficult career you will be

  preparing for. There are many statistics available showing the awfully small percentage of actors that are in work at any given time; such figures make depressing reading. A large number of those

  who train face unemployment, others find work for a year or two, perhaps in a soap opera, but then struggle to get another job when their contract has expired. For a fortunate few, long and

  interesting careers await them. You cannot see into the future, and no one can predict with any certainty how an actor’s working life will develop. What you can do is value your training for

  its own sake and be as prepared as possible for the years beyond it.




  Have you any idea what it might actually be like studying at a drama school? When I went to college I felt unprepared, and I wished that I had been better informed. I arrived

  with lots of preconceptions about what the experience would be and was bewildered initially by how different the reality of the training was in comparison to my fantasy version of it. Had I been

  better informed, I think I might have got a lot more out of my training. Similarly, when I first went out into the business I was unaware of how much I needed to market myself, or how to deal with

  various professional situations as they arose. It was tougher than it needed to be.




  The aim of this book, then, is not to put you off, because training to be an actor is a wonderful, creative, important thing. The years you spend at a drama school will change

  you in ways that you could not have foreseen. They will develop your talent, challenge your thinking and nurture your spirit. The years beyond drama school will take you on further adventures. My

  intention, rather, is to give you a glimpse of what acting classes at an accredited drama school might be like, and to offer you guidance through them and into your first year after graduation.

  Each school will have its own emphasis and ethos. It’s up to you to find out all that you can about each one, before deciding where to apply, or indeed where to attend. I have not taught in

  every drama school in the land and I am not privy to every eventuality that you might face after you have trained. However, having researched and met with practitioners and industry professionals,

  I am confident that this book will give you a fair sense of the sorts of exercises that you will come across and the challenges you might face on your journey to becoming an actor.




  I have divided the book into four parts covering the three years you will spend at drama school, and the first year after you have left it. The first two sections focus on

  exercises that you are likely to come across during acting classes. These are not exhaustive, but they will give you a valuable insight into a major element of your training. Of course, you will

  have all sorts of other classes – chorus and clown, voice, movement, mask, tumbling, stage combat, to name a few – but by focusing on acting I hope you will gain a sense of the spirit

  behind your training. The third section aims to help you get ready for the profession you have chosen, and covers some practicalities and ideas that you will need to be aware of. The final part

  offers you guidance through your first year as a professional actor. The first half of the book presents you with lots of exercises and the aims and ideas behind them, the second attempts to answer

  a series of questions that students often ask.




  Never stop asking yourself if acting really is what you want to do with your life. If you continue to answer ‘Yes’ to that question, then ask yourself what you need

  to do so that becoming an actor becomes a reality. I hope that this book will help you on your way.




  







  Auditioning




  In order to gain a place at a drama school, you need to be a talented actor; however, sometimes even that is not enough. Gifted actors often do not do themselves justice when

  they come to audition. With this in mind, the aims of this chapter are:




  

    

      •  To prepare you for some of the discrepancies that you might come across when you audition at different drama schools.




      •  To give you an insight into the sort of qualities that the people auditioning you will be looking for.




      •  To show you some broad examples of poor auditions.




      •  To highlight some of the potential pitfalls.


    


  




  Auditions will vary from school to school in terms of the way that they are structured, so do not expect the same process each time. At some schools you will be expected to do

  your audition speeches in front of the other candidates, and there could be as many as forty other people in the room with you. This means that not only will you have to perform in front of a

  sizeable audience, but that you will also have to sit and listen to all those other speeches. It is easy to lose your energy in this situation. It is also easy to be influenced by other versions of

  your speech that you might hear. You need to keep focused on what you are doing and to remember the reasons behind the choices that you have already made.




  Make sure that you read all the information that is sent to you by each of the drama schools regarding their audition requirements, as these will not all be the same. For

  example:




  

    

      •  Some schools ask for three speeches, two classical and one modern.




      •  Some will specify the date after which your modern play must have been written.




      •  Some blacklist certain speeches and writers.




      •  Some request that you do not use monologues from film scripts, your own writing, or the work of little-known authors.


    


  




  Do not assume that you can just learn two speeches and that these will serve you for every audition that you attend.




  The time that you spend in the audition room will also vary from place to place. At some schools the first round of auditioning is a speedy event: you may well feel that you

  have hardly walked into the room before it is time to leave it. Do not read anything into the length of time that you spend in front of the panel, as the people auditioning you may know very

  quickly whether or not they want to call you back. On some occasions you will be asked questions during the first round, or be asked to try the piece again in a different way. At the recall stage,

  the panel will certainly want to talk to you after you have done your speeches.




  The size of the panel of people auditioning you will also differ from school to school. You might find yourself in front of just one person, or you could be faced by a row of

  four or more people. It is unlikely, however, that at recall stages you would meet only one person – the recall panel tends to be made up of a number of people covering different disciplines,

  such as voice and movement, as well as acting.




  For some auditions vyou will be asked to prepare a song. Remember, unless you are applying for a musical-theatre course, the quality of your singing voice is not the main

  concern. What will interest an audition panel is how well you communicate the story of the song. The challenge, therefore, is an acting one, so don’t panic if singing is not your strong

  point. Make sure that you are well prepared and that you have a strong connection to the lyrics.




  During some auditions you will be asked to work with other people: be open to this and responsive to what someone else might be offering you. You may do your speech very well,

  but if you cannot work with another human being, you will certainly not be offered a place to train as an actor. You may find that there are several rounds of auditions to get through before you

  are accepted, and it is highly likely that at the later stages of the process you will be required to work with other actors.




  The feel of each drama school that you apply to will be quite different. Before you arrive at an audition, take the time to read the prospectus or look at what the college says

  about itself on its website. When you arrive, talk to students already studying there. Walk about and ask questions; think about whether you can visualise yourself there. It may be that you are

  offered a place at more than one school, and you need to be equipped to make the right choice. Even if you are only offered a place at one institution, you don’t want to accept if you think

  that the next three years will be miserable!




  Although drama schools may vary in the way that they audition candidates, they will almost certainly be looking for similar qualities in those that they offer places to.

  Obviously raw talent is the key factor that a panel will look for, but a successful applicant will also:




  

    

      •  Have a connection to their speeches and will have contextualised them within the plays that they belong to.




      •  Be imaginative.




      •  Be flexible and open to redirection.




      •  Be passionate and serious about acting.




      •  Have an opinion about film, television and theatre.




      •  Have bodies and voices that are not so locked and stiff that they cannot be trained.




      •  Work responsively with others.




      •  Be well prepared.




      •  Be playful and bold.


    


  




  Here are four fictional – but surprisingly accurate – excerpts from typical auditions to help you spot the candidates that don’t adhere to the list above!




  Richard




  

    

      PANELLIST. Your speeches were really good but I just want to play around with them a bit.




      RICHARD. Okay. (Rests his hands on the back of the chair he has been using.)




      PANELLIST. Well, for a start, let’s get rid of that chair. Let’s clear it to the side of the room.




      RICHARD. What, I can’t use the chair?




      PANELLIST. Let’s try it without.




      RICHARD. But I have rehearsed with it.




      PANELLIST. That’s okay, something different will happen. Also, we know that the character is alone during this speech, but can you imagine that

      he is actually in public? Let’s say he is standing in the middle of a very crowded bus. He needs to voice his thoughts, but he doesn’t want anyone else to hear him.




      RICHARD. But that won’t work: it isn’t written like that!


    


  




  Louise




  

    

      PANELLIST. Those speeches were very interesting and you responded well to what we asked you to do with them. Come and sit down and tell me, why do you

      want to be an actor?




      LOUISE (looking surprised). Well, everyone said I should.




      PANELLIST. And what do you think?




      LOUISE. Yeah, I think it would be good.




      PANELLIST. What theatre have you seen, good or bad?




      LOUISE. I can’t think right now.




      PANELLIST. What about films?




      LOUISE. I quite like Johnny Depp. He’s good.




      PANELLIST. In what way ‘good’? What does he do?




      LOUISE. Oh... I don’t know, he’s just good, isn’t he?


    


  




  William




  

    

      WILLIAM (poking his head around the door). Sorry, it’s just that I am meeting a friend. I didn’t realise that the auditions would

      take this long. Shall I come back another day?




      PANELLIST. No.


    


  




  Tracy




  

    

      TRACY. I have been really busy with work recently and I haven’t learnt this as well as I wanted to, so if I go wrong, it’s just because of

      that.




      PANELLIST....?


    


  




  These are very obvious examples of people not doing themselves justice in an audition situation, and I am sure that you would not behave like any of them – however, there

  are things that you do need to be aware of:




  Choose your speeches carefully – find ones that not only contrast with each other, but also that you enjoy, have a connection with and can relate to. Make sure

  that you have read the whole play and can contextualise the speech. Almost every school will want you to prepare a piece from a classical play (e.g. Shakespeare) and a piece from a modern play

  (e.g. Simon Stephens). It is likely that you will be asked to concentrate more on your classical speech than your modern during the audition, but prepare both equally. It is worth having a couple

  of ‘spare’ speeches up your sleeve in case the auditioning panel wants to see something different. Think about the impact that your speech will have on those listening to it: angry

  rants about infanticide or sexual deviancy can be difficult to listen to, particularly if not done well. If you have chosen something that requires very heightened emotions, make sure that you can

  really connect with it. Sometimes when people get nervous they find it difficult to access their emotional resources in the way that they did in rehearsal, and there is nothing worse than watching

  someone push for feelings that they are not even close to experiencing. If tears don’t come, don’t pretend that they have: you don’t get extra points for crying anyway, so make

  different choices and don’t strive to fake it. If you don’t think that you will be able to do this, then avoid choosing texts that require extremes of emotion.




  Prepare well so if nerves come and temporarily wipe your mind clear of your lines, you will be so familiar with the text that you will be able to get back on track

  easily. If you do forget the words, pause and keep breathing. If you are near the beginning, you could ask to start again. Otherwise remember the story that you are telling and allow the lines to

  come back to you. Everyone appreciates that you will be nervous, and the people auditioning you should be fairly understanding, so don’t panic. Think about what you are communicating

  rather than how you are communicating it, and if the lines are securely there in the first place you should get them back. It is a horrible experience to go blank during an audition, but

  if you are very well prepared you will feel more confident and so less likely to forget your lines in the first place – and more able to move on if you do.




  Resist making excuses for things not going well. Unless you are specifically asked if there is a problem, don’t bring up issues such as tiredness or illness that

  might prevent you doing your best. You have to do your best regardless of how much sleep you have had or how swollen your tonsils are. If you start making excuses it sounds as if you are trying to

  hide the fact that you aren’t very good. The people auditioning you will be able to see if you aren’t entirely well and will be sympathetic; you don’t need to highlight problems

  before you start or apologise after you have finished – if you are really ill, you shouldn’t be at the audition. If you are at the audition, then you have to get on with it; it is

  amazing how adrenalin will get you through on the day.




  Think where you should place yourself in relation to the audition panel. You shouldn’t stand too close, as this can be intimidating for all concerned. Some

  people won’t mind being looked at directly, some will, but you could ask before you start if you are anxious about it. Remember, if you do make eye contact with the people auditioning you,

  then be prepared to see them taking notes and consulting with each other. Don’t let this put you off.




  Take your time before you start. Give yourself a chance to think about what you are doing. Don’t rush the speech. You may only have a few moments to impress so

  don’t waste them.




  Go with redirection – you may well be asked to try the speech from a different angle, even if it seems to make no sense within the context of the play as a

  whole. Be bold and playful and open to suggestions. The panel will simply be trying to find out how responsive and imaginative you are.




  In conversation, have an idea about the sort of acting you like. You won’t be expected to have seen everything, but you need to have an opinion about the things

  that you have seen. It doesn’t matter whether you talk about a school play or a piece of new writing at the Royal Court Theatre, it is your interest in it that you need to communicate, your

  passion. Before the audition you should think about the sort of questions that you might be asked so that you can do yourself justice with the answers. Think about what your response might be if

  you were asked why you want to go to that particular college? Whose career you aspire to? What is unique about you? Where you see yourself in ten years’ time? You cannot anticipate every

  question that you might be asked, but you can guess at the sort of things a panel might like to know about you. There is no right or wrong response to a question, so do not strive to be impressive

  or to curry favour with the questioner. Try to answer honestly and thoughtfully.




  Resist drawing unnecessary attention to yourself – wear neutral clothes that you feel good in and that you can move easily in. Don’t wear too much

  make-up!




  Remember, many people aren’t successful in their first attempt to get into a drama school. It may be that the people auditioning you will think you are not ready yet.

  They may have already offered an actor very like you a place, and they may be looking for someone different so that the group is balanced. Sometimes people auditioning you make a mistake. All in

  all, it is a really tough process: you need to distance yourself a little from it so that you can be objective about how it went, and decide what to do if you don’t get in. These auditions

  cost money and you will probably be doing a few of them. They also cost you personally and can be nerve-racking. You need to be in control of the experience and recognise if and when you are

  wasting your time, and your money, by persisting.




  







  [image: ]




  







  You Are Enough




  When you first arrive at drama school you may well feel the need to establish yourself within the group. It is natural that you will want to justify your place on the course to

  the other students and the teachers. You may feel competitive and want to demonstrate that you are the best actor that ever walked through the door. Or you may be ambushed by self-doubt and seek to

  compensate for this by proving that you are actually really really good. You might even feel paralysed by the whole experience.




  Early classes are designed with all this in mind. The desire to impress or the onslaught of fear will only succeed in blocking you as an actor. They are barriers that prevent

  you from being ‘open’. If you are not open then how can you respond honestly to another human being or to a piece of text? How can you communicate a story so that it reaches an audience

  and affects them? No matter how skilled you are, you will always get in the way. The purpose of the following section is not to teach you to act; I would argue that no one can really do

  that. Instead, these exercises should work on the things that block you, they should chip away at whatever it is that prevents you from being the best actor that you are capable of being.




  Aims




  

    

      •  To introduce you to key questions, such as what is theatre? What is acting? What is performance?




      •  To encourage you to think about your own behaviour and that of those you are watching.




      •  To introduce you to some useful vocabulary.




      •  To introduce you to the concept of being ‘private’ in public.




      •  To begin to tackle the issue of self-consciousness for you as an actor.




      •  To encourage you to think about what you are doing rather than how you are doing it.




      •  To encourage you to watch other people work closely, and to analyse what you see in relation to your own practice.


    


  




   


   




  

    You Are Enough




    Divide the space into two sections, marking them out clearly with a line.




    Stand with the rest of the actors on one side of this line. This then becomes the ‘offstage space’. Across the divide is the ‘onstage space’.




    You will be called one by one to enter the onstage space. Those remaining behind the line keep observing.




    There is only one rule that you must remember when you cross the line and that is: if you think of something interesting to do, don’t do it! In other

    words, don’t plan what you are going to do in the space. Don’t think of funny or engaging ways to entertain the audience. Resist the temptation to perform, just allow things to happen

    in that moment. For example, if you feel like lying down, lie down, if you want to look at the wall, look at it, if your head is itching, scratch it. There is no need to make any eye contact with

    those watching, or to acknowledge them at all.




    This is a non-verbal exercise. If relationships occur between those in the onstage space, then these must not be expressed through words. For example, you may want to

    touch someone, or sit with them, or even walk away from them. Respond to each other in any way that feels appropriate, but not through speech.




    After some time, objects will be handed to the actors in the onstage space. For example, you might be given a tape measure, a pack of cards or a bouncy ball. Do what you

    want with these objects but remember the rule: if you think of something interesting to do, don’t do it! In other words, use the object in any way that you want to, but do so

    without considering the effect that your actions will have on the audience.




    Eventually, everyone will be in the onstage space, except one person who is still observing. When you are given the instruction, those being observed will turn to watch

    this remaining individual. So the observer becomes the observed, and vice versa.


  




   


   




  This work comes from classes developed by theatre practitioner Julian Jones. It encourages you to look at what it is to be in the audience and what it is to be in front of the

  audience. Traditionally, this is how theatre works: one group of people watches another. The instruction – ‘if you think of something interesting to do, don’t do it!’

  – goes to the heart of the exercise. As soon as you stop being the observer and cross the line into the territory of the observed, something will change in you. Almost certainly you will

  become self-conscious, no longer relaxed but now acutely aware of being watched. As a result, you may well begin to project an image of yourself onto the audience. You may want to appear at ease,

  to be entertaining. How does the actor eradicate feelings of self-consciousness, and the accompanying compulsions to cover them by performing in some way? This exercise offers you a starting point

  from which to address this question – you can build from it.




  Remember, what is interesting about you is what is unique about you, your breath, your heartbeat, your complexities. It is far less compelling to watch you doing an impression

  of yourself, or anyone else for that matter. Mimicry gets quite dull after a while. In essence, you are enough, and when you engage with this idea and let go of the desire to perform, something

  really exciting can happen.




  When you are given the object, use it if you want to, don’t pretend to do so. Don’t fake playing cards or measure the room in a comedic manner. When you come into

  contact with a fellow human being, don’t try to make an interesting picture together, see what actually happens between you without you trying to force anything.




   


   




  

    Building Blocks




    a. The group is split into two: half of you go outside and wait while the other half stays in the room.




    Those in the room hide a set of keys.




    When the hiding place has been established, those of you waiting outside will enter the room, one by one, and look for the keys. Those inside observe the searchers.




    When everyone has had a turn the two groups swap over and the observed become the observers.




    At the end of the exercise you should talk both about what it felt like and also what you noticed from watching the others search for the keys.




    b. Repeat this exercise in the same way, with half the group watching and half the group doing. This time, those going out of the room are shown where

    the keys will be hidden.




    One by one, re-enter the room to look for the keys as you did in the previous exercise.




    After everyone has had a turn, compare the two experiences – one when you didn’t know where the keys were, and the second one when you did. Think about it

    both in terms of your experience doing the exercises yourself, and then watching others do them.




    c. The group is divided into two as before. Half leave the room, the other half find a hiding place for the keys.




    Some of those waiting outside, but not all, are told where the keys have been hidden.




    One by one, enter the room and search for the keys. Those watching have to decide who is genuinely looking for the keys and who is pretending to do so.




    You might be provided with extra information as you search. For example, you might be told that you are looking for the keys to a cupboard, which a small child has locked

    himself into. The stakes might be raised even higher: for instance, you might then be told that this child, who is now becoming frightened, suffers from severe asthma triggered by stress!




    When everyone has had a chance to look for the keys, the groups then swap over, so that the observers become the observed, and vice versa. After you have all had a turn

    in both roles you should then discuss with each other who you think knew the whereabouts of the keys and who didn’t. Make it clear why you arrive at your conclusions.


  




   


   




  You can see that these exercises slowly build on each other. Previously, you were asked to be in a space in front of other people and to observe what happened. Here you were

  asked to be in a space in front of other people, but you were also asked to find some keys that had been hidden. You were given a reason for entering the space. You probably found it much easier to

  be watched when you had a purpose to focus on. Having a purpose gives you something to hold on to, it gives you a direction to follow. You need a reason to enter the onstage space.




  That was easy enough, but perhaps you found that it got difficult again when you had to pretend that you didn’t know where the keys were. Often people work very hard to

  indicate that they are not, in fact, pretending. I have seen actors spend a disproportionate length of time jumping up to try and reach a ledge that is so far out of anybody’s reach that the

  keys could not be hidden there. I have seen others empty bags with grand flourishes, pulling items out in a great rush without noticing what they are discarding. The keys might very well be there,

  but they have no real interest in finding them. Their focus is instead on showing the audience that they don’t know the hiding place, rather than on seeing whether the keys are in the bag. I

  have even seen someone put their hand on the keys and then pull it hurriedly away and walk off, assuming that this would fool the audience into thinking that they didn’t know that they were

  there! These actors are very busy showing us that they are looking for the keys, and so they reveal that their purpose is to deceive the audience. They have disconnected from the actual

  purpose that would make an audience believe them, and that is to find the keys.




  The people who are genuinely ignorant of the hiding place tend to really look for the keys! Their focus is on this objective because they have nothing else to worry about. When

  they look through a bag, they really look. When this sense of purpose is intensified with extra information, then the actor’s focus becomes sharpened further. If you engage your imagination

  and think why you need that key, what it unlocks, what would happen if you failed to find it, etc., then once again you will be thinking of the task itself and not of how you are coming across to

  the people watching you. A sense of purpose and an imaginative connection to the situation will really help you here.




   


   




  

    I Want You to Believe Me




    In groups of three, exchange stories about your lives that are significant to you. These should not be too lengthy and they should have a clear narrative structure. In

    other words: a beginning, a middle, and an end.




    Here is an example to give you an idea of what I mean – your story will come from your own life but it will follow a similar narrative structure: I might choose to

    tell the story of when I was ten years old and stole a bar of chocolate from my local newsagent’s. I begin by detailing how I felt before I entered the shop. How it took a while

    for me to pluck up the courage to open the door. My middle section deals with the theft itself. I describe how the shop looked inside. How I loitered by the shelf with all the chocolates

    on it. How I watched the shopkeeper before grabbing the bar and stuffing it into my pocket. How I tried to look nonchalant and stroll out of the shop even when I wanted to make a run for it. My

    final section describes how guilty I felt afterwards, and how when I got the bar out of my pocket I had lost my appetite for it, because all I could think of was what my dad would say if

    he knew I had stolen something. I relate how in the distance I heard the wail of a police siren, which seemed to grow louder and louder, causing me to reason that the police must be closing in on

    me having discovered my crime. I describe how, in a panic, I threw the chocolate bar into someone’s front garden and ran all the way home in tears.




    In your group of three, choose one of the stories, which you must then all adopt as your own. This means two of the three will have to adapt the facts to make the story

    more specific to them. For example, if the story chosen is about a Scottish woman and you are a Welshman, you must change the details so that the story fits you just as well.




    Having maintained the overall sense and trajectory of the story, keeping it as close to the original as possible whilst endowing it with facts pertinent to you, each of

    you must now tell the story out loud.




    The rest of the class listens to each story and then decides through discussion who the story actually originated with.


  




   


   




  Following on from the exercise with the keys, the aim of this exercise is to challenge your perception of what you need to do in order to make people believe you. Be careful: it

  is very tempting to show how forcefully you are feeling when you tell the story, thinking that this will make you more credible. You might try to connect to some sadness within it and so push for

  tears. You might add pauses to build suspense, or you might try to hesitate and stumble as you speak to show that the memories are coming to you there and then. But if you do any of this, we will

  know that you are faking! Think about the story itself, not how you are delivering it; about what you are saying and not how you are saying it. In other words, don’t think about you! Ask

  yourself: does a story become more credible the more someone shows us how they are feeling? We will get on to story-telling later, but it is worth giving this some thought now. Have you noticed

  that often when someone is talking about something unsettling that has happened to them, they will try to put a lid on their emotions? These emotions tend to seep out anyway in a myriad of

  different ways, but the aim of the teller is not to be emotional but to communicate the story. Interestingly, it is not necessarily the person whose story it actually is who always appears the most

  convincing. Sometimes this person tries to make their story sound more interesting or dynamic once they get in front of an audience, and this detracts from their credibility.




   


   




  

    Putting It Together




    Before the session starts, think of something simple that you might need to do. If it isn’t something that is immediately pressing, think of a time when it was or

    imagine a time when it will be.




    Here are some examples:




    

      

        •  I need to decorate a cake for my best friend’s birthday.




        •  I need to tidy my room.




        •  I need to prepare for a party I am having.




        •  I need to get ready for college tomorrow.


      


    




    This is your objective. In order to explain the exercise, let’s take ‘I need to get ready for college tomorrow’ as an example.




    Having thought of the objective, you should then ask yourself a further question: ‘Why do I need to do this? In order for what to happen?’ Here is how you

    might answer this question:




    

      

        •  I need to get ready for college tomorrow in order to train as an actor so that I can impress my parents who never thought that I would

        amount to much.


      


    




    Call this deeper wish the super-objective.




    Objective:




    I need to get ready for college tomorrow.




    Super-objective:




    To impress my faithless parents.




    In exploring the deeper wish, really probe so that you can begin to get a clear sense of what the broader need sheltering the immediate objective might be.




    Now you have an objective and a super-objective, carry on asking yourself questions. The questions here apply to your given circumstances, which inform your

    behaviour and the choices that you make. For example, you will behave differently if it is late at night, or first thing in the morning; you have just been with your lover, or your mother; it is

    snowing outside, or the sun is burning through the window.




    

      

        •  Where am I? (Your physical surroundings.)




        •  When is it? (Time, day, season.)




        •  What have I just been doing?




        •  Why do I need this now?




        •  What will happen if I don’t achieve my objective?




        •  What might stop me achieving my objective?




        •  What am I going to do in order to achieve my objective?


      


    




    In answer to ‘What am I going to do in order to achieve my objective?’, think of three physical actions that you might engage in. For example:




    Objective:




    I need to get ready for college tomorrow.




    Physical actions:




    I pack a bag.




    I iron a shirt.




    I prepare a sandwich for lunch.




    Each activity you choose should last about five minutes. They can overlap. They must be active; you cannot choose to lie down and sleep or to read a book in a corner! All

    the physical actions take place in real time, so if you are ironing a shirt, you will need to heat the iron so that it is hot enough to accomplish the task. You should not have music on whilst

    you do the exercise. You should not use words. You should rehearse the physical actions at home and relate them to the questions listed above in preparation.




    Furniture will be provided for you, so there is no need to bring in beds and chests of drawers, etc.! However, as there can be no miming, you will need to bring all the

    props required for your activities. You should also bring in things that will help you recreate the space that you rehearsed in. If this is your bedroom then bring in your own duvet, photographs,

    candles, etc. Bring in anything that will help to stimulate your imagination.




    Having set up your space, carry out the physical actions you have rehearsed. Afterwards you should talk about your experience and hear what those watching you

    noticed.
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