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Preface
For the Educator: The View Inside 
I suppose it all began in Miss Bannon’s fifth grade class. For some

reason unknown even today, the school district of Tucson, Arizona
decided to have every fifth grade class in town put on an improvised
production of Hansel and Gretel. The plan for Sam Hughes Elementary
was to have 5A present Act I, 5B Act II and 5C, Miss Bannon’s fifth
grade class, to present Act III. After everyone in the class improvised
Hansel, I tried out. Acting was easy because I had been acting out
movies for years by myself in my living room. I was cast as Hansel for
Act III, the scenes where Hansel and Gretel are captured by the witch,
held in a cage and fattened, and finally push her into the oven.

After practicing a whole semester for this twenty-minute
improvisation we eventually presented the production for appreciative
and doting parents at our own elementary school. It went well for this
type of event and would have been fine if it had ended right there.

But no. The school district decided to take Act I from Carrillo
Elementary, Act II from Roskruge and Act III from Sam Hughes and
perform this improvised production of Hansel and Gretel in the Tucson
High School football stadium on a warm night in mid-May! It was
outdoors with microphones and the audience at least 50 yards away.
And we never once rehearsed together!

Well, at this point in time I can only imagine how awful it must have
been. I can also understand why the school district decided to abandon
the whole project the following year and many years thereafter. 

However, it didn’t end there for me. I was very fortunate to live in
the same town with Mary MacMurtrie, a well-known teacher of
children’s theatre. Since I had enjoyed playing Hansel, my parents
signed me up for summer classes with Mary MacMurtrie’s Children’s
Theatre. For three years I did poems and monologs in back yards and
living rooms, radio dramas on Saturday mornings, one-act plays at
local churches and full-length productions once a year in the spring at
the Temple of Music and Art. It was a great experience and a
wonderful way to spend grades six through nine. 

After acting in more plays in high school, and then college, while
I was majoring in psychology with a philosophy and history minor, I
became serious about teaching drama as a lifetime career. This led to
studying speech, drama and theatre at the University of Arizona, San
Diego State College and Stanford University.
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Upon earning my education degree, I had the opportunity to teach
high school drama — only drama — in my own studio theatre for
fourteen years. During this time I created countless acting exercises,
directed many, many productions, wrote original scripts and published
four short plays with Samuel French. Two of these,  Final Dress Rehearsal
and Once Upon A Playground, continue to be performed by numerous
high schools and junior highs. Even more importantly, I had some
wonderful students who have become lifelong friends.

When Tucson Unified School District expanded its arts programs,
I had the privilege to serve as drama coordinator for the whole district
for eight years. During this time I was able to develop curriculum
materials and conduct workshops for teachers from kindergarten
through twelfth grade. This also gave me the special opportunity to
work with some excellent, highly qualified drama teachers in the nine
high schools and sixteen junior highs in the district to create new
exercises and activities for their classes. 

Once, at a Thespian conference, when I was serving as moderator,
some teacher asked about a particular subject on acting. I said, “I have
four pages on that subject, and I will send them to you.” At that point
another teacher, with whom I had worked frequently, spoke up and
said, “He has four pages on everything.” As I smiled I realized that I
perhaps had the makings of a whole drama textbook.

Moving to California, I served as artistic director of a community
theatre in South San Francisco for six years. This allowed me to work with
adult actors in the community, which was a slightly different, but an
equally valuable and rewarding theatre experience. During this period I
became a member of Dramatists Guild and the Screen Actors Guild. 

Over the years, I’ve continued writing new exercises and activities
for the classroom, and my collection of these materials has grown ever
larger until they have presented somewhat of a storage problem. Since
I almost never throw any of these away, I now have stacks and shelves
and boxes and file cabinets full of games, activities, explanations and
exercises on acting. I have written and collected these for years and
years in the thought that I would someday take time out to actually
write this textbook. 

I feel truly fortunate to have had a variety of theatre and drama
experiences. I just needed to decide which were the best of all these
materials, then organize and unify everything into a cohesive textbook
on acting for students in high school and college. The hardest part has
been deciding on the optimum sequence and what not to include. 

But now I’ve done it. This is the result. So, here ‘tis. I hope it’s
helpful. 

Acting for Life
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Introduction
Acting for Life: A textbook on acting is aimed at high school and

college level drama students. It is designed in scope for both
advanced students who want to improve their techniques and
beginning students who want to explore the experience of acting
and develop basic skills for the first time.

It is also for the English teacher who is assigned (or chooses) to
teach drama and needs a variety of materials for acting, as well as
for the experienced drama teacher with extensive training. 

Through a chapter-by-chapter planned sequence of explanations,
exercises and activities, the student can learn a variety of skills and
techniques for acting and gain knowledge of related drama subjects.
These step-by-step approaches offer the student a full range of
experiences that should not only enhance acting abilities but also
increase self-awareness and cooperation among classmates.  

Beginning subject areas include: sense awareness, use of body
and voice, Hamlet’s advice to the players, improvisation, listening
and relating to other actors, memorizing and rehearsing, basic
blocking and character relations. Advanced chapters include
character development with emphasis on character traits and
emotions, images, establishing objectives and intentions, script
analysis and acting for film. 

Just as students take music classes in order to sing or learn to
play an instrument, or take art classes in order to learn to draw or
paint or sculpt, so too, students take drama classes in order to learn
to act and play a wide range of characters. 

Through the experience of playing characters in a variety of
scenes, these exercises also offer drama’s relation to life experiences
that not only guide students into better understanding of some
processes of acting, but also offer greater self-awareness and better
understanding of others in a rapidly changing and ethnically
diverse society.

While a great deal of thought has gone into the best sequence in
which to present the material in this acting textbook, it is not
necessarily an optimum approach for all classes on all levels of
drama at all times. It was approached in terms of a natural
progression of needed skills and a hierarchy of difficulty. But it is so
interrelated that there are references in many chapters to other areas



that expand current ideas or are reminders to the actor of former
material that reinforces the current activities.

Most of the material is highly accessible for all drama students.
Some of the early explanations and exercises may seem too simple
for older or advanced students while some later chapters may seem
too difficult for younger students who are experiencing classroom
acting for the first time. In all cases, the teacher needs to use
discretion as to what is appropriate for a particular group and the
order in which the material is presented. 

There is no way to fully anticipate all the possible situations or
variations of valid approaches in advance. Astute teachers will no
doubt be able to find an optimum approach for their students to
learn the joy of acting and self-discovery. In acting, as in life, the
interaction of human relations experiences can offer enlightening
insights for never-ending personal growth.
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