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Education in Theatrical Intimacy as Ethical Practice for 
University Theatre

Susanne Shawyer and Kim Shively

This article examines the practical application of theatrical intimacy training in 
undergraduate theatre, in particular the use of boundary-establishment protocols as an 
ethical practice. The authors explore how theatre facilitates ethical relationships of obligation 
to the Other. Moving from theory to practice, they describe how they applied theatrical 
intimacy techniques for physical and emotional boundary management in two productions 
DW�(ORQ�8QLYHUVLW\��6WXGHQW�UHÀHFWLRQV�RQ�WKH�SURFHVV�GHPRQVWUDWH�WKDW�WKHDWULFDO�LQWLPDF\�
training empowered students and encouraged their ethical awareness. This essay argues that 
incorporating theatrical intimacy into theatre training can inspire an ethical and cultural 
shift in university theatre.

Keywords��theatrical intimacy, pedagogy, ethics, acting, theatre

,Q�D�1RYHPEHU����� Saturday Night Live�VNHWFK��:LOO�)HUUHOO�SOD\V�D�GRPL-
neering drama teacher casting a high school production of Bye Bye Birdie.��)HUUHOO�
SRUWUD\V�KLV�FKDUDFWHU�DV� WKH�XOWLPDWH�DXWKRULWDULDQ�GLUHFWRU�ZKR�DVNV�KLV�HDJHU�
students to cross personal boundaries to demonstrate their desire to perform in 
KLV� SURGXFWLRQ��+H� VSLHV� RQ� KLV� VWXGHQWV� WKURXJK� SHHSKROHV� LQ� KLV� R൶FH� GRRU��
demands that students ignore their religious beliefs, and instructs two of his stu-
GHQWV� WR�FRQVXPPDWH�WKHLU�UHODWLRQVKLS�VR�WKDW� WKH\�ZLOO�QRW�³UHDG�OLNH�YLUJLQV´�
when playing romantic partners.��$Q[LRXV�IRU�WKHLU�GLUHFWRU¶V�DSSURYDO��WKH�VWX-
GHQWV�WHOO�KLP�WKDW�WKH\�ZLOO�GR�³ZKDWHYHU�LW�WDNHV´�WR�EH�FDVW��7KLV�SNL�VNHWFK�
was widely shared on social media by theatre practitioners, theorists, and teachers 
who enjoyed its funny commentary on the theatrical casting process and its wry 
DFNQRZOHGJHPHQW�RI�WKH�LQWHQVH�HPRWLRQDO�VWDNHV�RI�KLJK�VFKRRO�WKHDWUH��Playbill 
also shared the video, noting that it “highlights the trials and tribulations of every 
PXVLFDO�WKHDWUH�VWXGHQWV¶�ZRUVW�QLJKWPDUH��WKH�SRVWLQJ�RI�WKH�FDVW�OLVW�´3 But the 
FRPHG\�RI� WKH� VNHWFK� LV� WHPSHUHG�E\� LWV� VREHULQJ�GHSLFWLRQ�RI� WKH� OHQJWKV� WKDW�
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young actors are willing to go to in order to participate in theatre. The nightmare 
it portrays is the myth that actors should ignore personal boundaries in order to 
please directors and theatre teachers.

,Q� WKH�SDVW� WZHQW\�¿YH�\HDUV�� WKHDWUH�VFKRODUV�DQG�SUDFWLWLRQHUV�KDYH�TXHV-
tioned how to train student actors to identify and manage personal boundaries in 
an emotionally healthy way. A survey of this scholarship reveals repeated calls 
IRU�HWKLFDO�DFWRU�WUDLQLQJ�WKDW�DFNQRZOHGJHV�WKH�LPSRUWDQFH�RI�ERXQGDU\�PDQDJH-
ment, and for the development of tools to teach actors to distinguish self from 
FKDUDFWHU��DQG�SDVW�WUDXPD�IURP�SUHVHQW�VWDJH�PRPHQW��)RU�H[DPSOH��LQ�WKHLU������
DUWLFOH�RQ�WKH�HPRWLRQDO�GLVWUHVV�WKDW�FDQ�DULVH�IURP�D�EOXUULQJ�RI�DFWRU�UROH�ERXQG-
DULHV�� 6X]DQQH�%XUJR\QH��.DUHQ�3RXOLQ�� DQG�$VKOH\�5HDUGRQ� DUJXH� WKDW� ³XQWLO�
WKH�SURIHVVLRQ�KDV�GHYHORSHG�DQG�WHVWHG�WHFKQLTXHV�IRU�ERXQGDU\�PDQDJHPHQW��LW�
VHHPV�WR�XV�WKDW�DQ�HWKLFDO�¿UVW�VWHS�ZRXOG�EH�WR�LQFRUSRUDWH�GLVFXVVLRQ�RI�ERXQG-
ary issues into the curriculum for acting and directing students.”4�)LIWHHQ�\HDUV�
later, Tzachi Zamir similarly calls for an ethical approach to actor training, one 
WKDW�FODUL¿HV�³WKH�PRUDO�VWDNHV�LQYROYHG�LQ�DFWLQJ�>DQG@�WKH�SURFHVV�RI�QHJRWLDW-
ing boundaries and legitimizing them.”5�5HFHQWO\�WKH�$XVWUDOLDQ�UHVHDUFKHU�0DUN�
&DULVWRQ�6HWRQ�LQVLVWHG�WKDW�DFWLQJ�WHDFKHUV�³QHHG�WR�HWKLFDOO\�FRQVLGHU�WKH�GXW\�
of care that we owe to those who may potentially be traumatized, either directly 
or vicariously, through the performing of, and participation in, dramatizations and 
simulations of physical, sexual, and psychological violence.”6 These appeals for 
an ethical approach to acting pedagogy nevertheless leave unanswered the follow-
LQJ�TXHVWLRQV��:KDW�GRHV�DQ�HWKLFDO�DSSURDFK�WR�WKHDWUH�SHGDJRJ\�ORRN�OLNH�WRGD\"�
In what ways can boundary management contribute to ethical actor training in 
HGXFDWLRQDO�WKHDWUH"

7KH�GHYHORSPHQW�RI� WKHDWULFDO� LQWLPDF\�SUDFWLFHV� LQ� WKH�SDVW�GHFDGH�R൵HUV�
one possible response to the need for ethical actor training in boundary man-
DJHPHQW��3UDFWLWLRQHUV�OLNH�.DWH�%XVVHOOH��$GDP�1REOH��&KHOVHD�3DFH��/DXUD�5L-
NDUG��$OLFLD�5RGLV��DQG�7RQLD�6LQD�KDYH�GHYHORSHG�D�YDULHW\�RI�WKHDWULFDO�LQWLPDF\�
WHFKQLTXHV�DLPHG�DW�VWDJLQJ�VFHQHV�SRUWUD\LQJ�VH[XDO�DQG�HPRWLRQDO�LQWLPDF\�RU�
VH[XDO�YLROHQFH�LQ�D�VDIH�DQG�H൵HFWLYH�PDQQHU�7 These practices include methods 
for establishing clear communication around consent, boundaries, and intimacy 
choreography, which are widely applicable in the acting classroom and rehearsal 
hall. Since we introduced theatrical intimacy protocols to the undergraduate the-
DWUH�WUDLQLQJ�SURJUDP�DW�(ORQ�8QLYHUVLW\��RXU�VWXGHQWV�KDYH�IRXQG�WKH�ZRUN�XVHIXO�
IRU�ERXQGDU\�PDQDJHPHQW��)RU�H[DPSOH�� LQ�D�ZULWWHQ�UHÀHFWLRQ�RQ� WKH�FUHDWLYH�
SURFHVV��RQH�VWXGHQW�ZURWH�

The process of theatrical intimacy for this production changed 
the game for me as an actor. The physical process of showing 
RXU�VFHQH�SDUWQHU�ZKDW�ZH�ZHUH�FRPIRUWDEOH�ZLWK�DQG�ZRUNLQJ�
DV�D�WHDP�WR�FUDIW�WKH�VFHQH�VSHFL¿FDOO\�IRU�WKH�VWRU\�EHFDPH�DQ�
empowering experience. I never had trouble being comfortable 
RQ�VWDJH�ZLWK�>P\�SDUWQHU@�DQG�,�NQHZ�WKDW�,�KHOG�SRZHU�DV�DQ�
actor but also as a woman on that stage. I was able to dive fur-
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WKHU�LQWR�WKH�ZRUN�IRU�P\�FKDUDFWHU�DQG�P\�SURFHVV�EHFDXVH�,�
never felt uncertain or unsafe.

&RPSDUH�WKLV�DFWRU¶V�H[SHULHQFH�ZLWK�WKH�VWXGHQWV�LQ�WKH�SNL�VNHWFK��$OWKRXJK�
WKH�FRPLF�VNHWFK�LV�¿FWLRQDO��LW�QHYHUWKHOHVV�UHSUHVHQWV�D�UHDOLW\�RI�WKH�HQWHUWDLQ-
PHQW�LQGXVWU\��:H��RXU�FROOHDJXHV��DQG�PDQ\�RI�RXU�VWXGHQWV�KDYH�EHHQ�SUHVVXUHG�
WR�LJQRUH�SHUVRQDO��UHOLJLRXV��RU�HPRWLRQDO�ERXQGDULHV�ZKHQ�ZRUNLQJ�SURIHVVLRQ-
DOO\��7KH�FRQWUDVW�EHWZHHQ�RXU�FRQ¿GHQW�VWXGHQW�DFWRU�DQG�WKH�VWHUHRW\SHG�DFWRU�
GHVSHUDWH�WR�SOHDVH�GHPRQVWUDWHV�WKH�YDOXH�RI�WKHDWULFDO�LQWLPDF\�WHFKQLTXHV�WKDW�
allow actors to manage their own personal boundaries in an empowering way. 

In this article, we investigate the practical application of theatrical intimacy 
WUDLQLQJ�LQ�XQGHUJUDGXDWH�WKHDWUH�DV�DQ�HWKLFDO�SUDFWLFH���)LUVW�ZH�H[SORUH�WKH�LQ-
tersections of ethics, theatre, and acting pedagogy. By examining the relationship 
between ethics and actor training, we place ourselves in conversation with theatre 
SUDFWLWLRQHUV�ZKR�DSSURDFK�HWKLFV�DV�D�UHODWLRQVKLS�RI�FDUH�WRZDUG�RWKHUV��:H�DU-
JXH�WKDW�WKHDWULFDO�LQWLPDF\�SUDFWLFHV�R൵HU�D�ZD\�IRU�WKHDWUH�HGXFDWRUV�WR�HVWDEOLVK�
and encourage ethical relationships in the classroom. Next we move from theory 
WR�SUDFWLFH�DV�ZH�GHPRQVWUDWH�KRZ�ZH�DSSOLHG�WKHDWULFDO�LQWLPDF\�WHFKQLTXHV�IRU�
physical- and emotional-boundary management in two recent productions at Elon 
8QLYHUVLW\��)LQDOO\�ZH�XVH�VWXGHQW�ZULWLQJ�DQG�VHOI�UHÀHFWLRQ�RQ�WKHVH�SUDFWLFHV�WR�
GHPRQVWUDWH�WKDW�WKLV�WKHDWULFDO�LQWLPDF\�WUDLQLQJ�HPSRZHUHG�VWXGHQW�FRQ¿GHQFH��
autonomy, and ethical awareness. This article argues for incorporating theatrical 
LQWLPDF\�LQWR�WKH�ZRUN�RI�VWXGHQW�DFWRUV��GLUHFWRUV��VWDJH�PDQDJHUV��DQG�GUDPD-
WXUJV�LQ�RUGHU�WR�LQVSLUH�D�FXOWXUDO�VKLIW�ZLWKLQ�DFDGHPLF�WKHDWUH��:LWK�WKH�UHFHQW�
FUHDWLRQ�RI�WKH�&KLFDJR�7KHDWUH�6WDQGDUGV��+%2¶V�DGRSWLRQ�RI�LQWLPDF\�FKRUHRJ-
UDSKHUV�� DQG�PRYHPHQWV� OLNH��0H7RR�DQG��1RW,Q2XU+RXVH�� WKH�HQWHUWDLQPHQW�
LQGXVWU\¶V�DSSURDFKHV�WR�HPRWLRQDO�VDIHW\�DUH�FKDQJLQJ��7R�UHPDLQ�UHOHYDQW��XQ-
dergraduate actor training needs to participate in this cultural change with ethical 
theatre practice. 

The Need for Ethical Theatre Training 
The apprenticeship model, acting conservatory, and college theatre class ex-

ist within hierarchies of power and privilege that may be open to abuse, especially 
if an ethics of care is not prioritized.8 In particular, artistic environments that posi-
tion an acting teacher, director, or producer as the most powerful authority in a 
FUHDWLYH�SURFHVV�DUH�DW�ULVN�IRU�EOXUUHG�ERXQGDULHV��7KH�SUHVVXUH�WR�SOHDVH�D�IDFXOW\�
member who assigns grades may be intense. In An Actress Prepares: Women and 
the Method��5RVHPDU\�0DODJXH�QRWHV�WKDW�³DFWLQJ�VWXGHQWV�DUH�XQGHU�WUHPHQGRXV�
SUHVVXUH�WR�GR�DV�WKH\�DUH�WROG²DQG�WR�please�WKH�SDWULDUFKDO�DXWKRULW\�¿JXUH�LQ�WKH�
room.”��+LHUDUFKLHV�XQTXHVWLRQHG�LQ�WKHDWUH�WUDLQLQJ�DQG�UHSOLFDWHG�LQ�WKH�HQWHU-
WDLQPHQW�LQGXVWU\�PD\�HQFRXUDJH�DFWRUV�WR�EHOLHYH�WKDW�WKH\�ZRUN�DW�WKH�SOHDVXUH�
of the director or producer and discourage them from prioritizing their personal 
ERXQGDULHV��OHDYLQJ�WKHP�YXOQHUDEOH�WR�H[SORLWDWLRQ��)RU�H[DPSOH��+DUYH\�:HLQ-
VWHLQ�DQG�/RXLV�&��.��ZHUH�DFFXVHG�RI�XVLQJ�WKHLU�FUHDWLYH�DXWKRULW\�WR�SUH\�XSRQ�
colleagues,�� and American Theatre reported multiple instances of theatre artists 
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DIUDLG�WR�VSHDN�RXW�DJDLQVW�KDUDVVPHQW�RU�DVVDXOW�IRU�IHDU�RI�UHWDOLDWLRQ�DQG�EODFN-
listing by a powerful perpetrator.���0RUHRYHU��WUDLQLQJ�WKDW�FHOHEUDWHV�WKH�TXDOLW\�
of vulnerability as essential for creativity and good acting may dissuade students 
from establishing and maintaining healthy boundaries necessary for protecting 
their health and autonomy.�� In Staging Sex: Best Practices, Tools, and Techniques 
for Theatrical Intimacy��&KHOVHD�3DFH�QRWHV�WKDW�³Actors are trained to say yes. 
Acting school is an exercise in saying yes to everything…By sending the message 
WKDW�DQ�DFWRU�LV�D�SHUVRQ�WKDW�VD\V�µ\HV�¶�DQG�WDNHV�ULVNV��LW�FRPHV�WKURXJK�ORXG�DQG�
FOHDU�WKDW�D�SHUVRQ�ORRNLQJ�WR�SURWHFW�WKHPVHOYHV�DQG�VD\V�QR�LVQ¶W�FXW�RXW�WR�EH�DQ�
actor.”�� In other words, through power hierarchies and the culture of saying yes, 
WKHDWUH�VWXGHQWV�PD\�EH�DIUDLG�WR�TXHVWLRQ�GLUHFWRUV��FKRUHRJUDSKHUV��GHVLJQHUV��
stage managers, or others in positions of authority. Such pedagogical and profes-
VLRQDO�HQYLURQPHQWV�KDYH�JLYHQ�ULVH�WR�WKH�QHHG�IRU�PRYHPHQWV�OLNH��0H7RR�DQG�
�1RW,Q2XU+RXVH��ZKLFK� UHYHDOHG� WKH�H[WHQW�RI� WKH�SUREOHP�RI�KDUDVVPHQW�DQG�
DEXVH�LQ�WKH�ZRUNSODFH��� Because power discrepancies can result in exploitative 
SUDFWLFHV��LW�PDNHV�VHQVH�WKDW�WKHDWUH�SURJUDPV�WUDLQLQJ�VWXGHQWV�IRU�WKH�LQGXVWU\�
VKRXOG�SUHSDUH�VWXGHQWV�WR�HQFRXQWHU�KLHUDUFKLHV��DQG�IDFXOW\�VKRXOG�DFNQRZOHGJH�
how everyone in the room participates in structures of power.��

6WUXFWXUHV�RI�SRZHU�DQG�SULYLOHJH�PD\�DOVR�LQWHUVHFW�ZLWK�VWXGHQWV¶� WUDXPD�
H[SHULHQFHV�� WKHUHIRUH� FRPPRQ� VHQVH� GHPDQGV� WKDW� WKHDWUH� WUDLQLQJ� SURJUDPV�
VKRXOG�DOVR�EH�PLQGIXO�RI�VWXGHQWV¶�HPRWLRQDO�KHDOWK�DQG�VDIHW\��7R�EH�FOHDU��WKH-
atre faculty untrained in counseling should not attempt to be counselors, but sen-
VLWLYLW\�WR�WKH�SRWHQWLDO�IRU�WUDXPD�UHVSRQVH�FDQ�EHQH¿W�WKH�HQWLUH�DFWLQJ�HQVHPEOH��
Acting can blur boundaries between self and character, which in turn can lead to 
emotional distress in the acting classroom and rehearsal hall.���0RUHRYHU��VWDWLV-
tics suggest that a large number of American students have experienced sexual 
harassment, sexual violence, or other forms of psychological or physical trau-
ma.�� Theatre faculty may also have experienced assault or harassment in their 
professional or personal lives.�� These experiences may trigger an emotional and 
physiological response in the classroom, the rehearsal hall, or while attending 
theatrical performances. Trigger warnings for material and reminders about self-
FDUH�FDQ�KHOS�KHUH��KRZHYHU��D�VWXGHQW�DFWRU�PD\�GLVUHJDUG�WKHVH�GHYLFHV�LI�SUHV-
VXUHG�WR�SOHDVH�DQ�DXWKRULW\�¿JXUH��� A more holistic approach is needed, as studies 
KDYH�VKRZQ� WKDW� WUDXPD�UHVSRQVH� LV�QRW� MXVW�FRQ¿QHG� WR� WKH�VXUYLYRU��HPSDWK\�
can spread it to others.�� An empathetic body cannot always distinguish a trauma 
response between the self and another, or between a performance and reality. 
7KHUHIRUH� WKH� HQWLUH� FRPSDQ\²LQFOXGLQJ� GUDPDWXUJV�� VWDJH�PDQDJHUV�� GHVLJQ-
HUV�� GLUHFWRUV�� DQG� FKRUHRJUDSKHUV²DUH� DW� ULVN� IRU� HPSDWKHWLF� WUDXPD� UHVSRQVH�
ZKHQ�ZRUNLQJ�RQ�GUDPDWLF�PDWHULDO�WKDW�UHIHUHQFHV�RU�VWDJHV�SK\VLFDO�RU�VH[XDO�
trauma. Theatre educators should be aware of the potential for triggers and trauma 
UHVSRQVHV�LQ�WKH�DFWLQJ�FODVVURRP�DQG�UHKHDUVDO�KDOO��DQG�VHHN�RXW�WRROV�WR�WHDFK�
students how to establish physical and emotional boundaries that help distinguish 
self from character. 

7KHDWUH�HGXFDWRUV�WDNLQJ�VWHSV�WR�HPSRZHU�VWXGHQWV¶�XQGHUVWDQGLQJ�RI�ERXQG-
aries in the acting studio must start from a place of respect and care toward stu-
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dents. In other words, they must consider ethics. In Theatre & Ethics, Nicholas 
5LGRXW� QRWHV� WKDW� RXU� (QJOLVK�ZRUG� ethics� GHULYHV� IURP� WKH�*UHHN� ³HWKRV�´� RU�
character.�� He writes that in a classical understanding, “ethics is about acting in 
FKDUDFWHU´²WKDW�LV��GRLQJ�JRRG�WKLQJV�WKDW�DOORZ�XV�WR�WKLQN�DERXW�RXUVHOYHV�LQ�
a positive way.�� This is a common, and common sense, understanding of ethics. 
%XW��DV�5LGRXW�DOVR�SRLQWV�RXW��WKHDWUH�LV�D�VRFLDO�H[SHULHQFH��� Theatre is created 
through collaboration with others, and it is enacted in the presence of specta-
WRUV��$V�3KLOOLS�=DUULOOL�H[SODLQV��WKHDWUH�KDSSHQV�LQ�DQ�LQWHUVXEMHFWLYH�VSDFH²WKDW�
is, in theatre (as in life) the presence of others shapes our experience.�� Because 
theatre is social, any formulation of ethics in theatre training must go beyond 
understanding ethics as good character to also consider ethics within a social re-
lationship, within encounters with others. 

,Q�ZRUNV�VXFK�DV�7RWDOLW\�DQG�,Q¿QLW\��$Q�(VVD\�RQ�([WHULRULW\� �������DQG�
³(WKLFV�DV�)LUVW�3KLORVRSK\´���������(PPDQXHO�/HYLQDV�SURSRVHV�WKDW�ZH�FRPH�
LQWR�EHLQJ�WKURXJK�RXU�HWKLFDO�UHODWLRQVKLS�ZLWK�WKH�2WKHU��� The face-to-face en-
FRXQWHU�ZLWK�WKH�2WKHU�³LQWURGXFHV�LQWR�PH�ZKDW�ZDV�QRW�LQ�PH´�DQG�FKDOOHQJHV�XV�
WR�FKRRVH�XQFRQGLWLRQDO�REOLJDWLRQ�WRZDUG�WKH�2WKHU��� By prioritizing our ethical 
UHVSRQVLELOLW\� WR� WKH�2WKHU�� HYHQ� WKRXJK�ZH�FDQQRW� WUXO\�NQRZ�DQG�XQGHUVWDQG�
WKH�2WKHU��ZH�UHFRJQL]H�RXU�H[LVWHQFH�LQ�D�VKDUHG�ZRUOG��/HYLQDV�R൵HUV�DQ�XQGHU-
standing of ethics not as a moral code of good behavior but rather as an obligation 
WR�WKH�2WKHU��:KHUH�D�FODVVLFDO�DSSURDFK�WR�HWKLFV�ZRXOG�YLHZ�WKHDWUH�DV�D�YHKLFOH�
IRU�D�PRUDO�OHVVRQ²IRU�H[DPSOH��IROORZLQJ�+RUDFH¶V�DGYLFH�LQ�³$UV�3RHWLFD´�WKDW�
SRHWU\�VKRXOG�ERWK�WHDFK�DQG�SOHDVH��D�/HYLQDVLDQ�XQGHUVWDQGLQJ�RI�HWKLFV�LQVWHDG�
recognizes the importance of the ethical relationship between people, a relation-
VKLS� WKDW� WKHDWUH�FDQ� IDFLOLWDWH��)RU�H[DPSOH�� LQ�Theatre and Everyday Life: An 
Ethics of Performance��$ODQ�5HDG�UHIHUHQFHV�WKH�HWKLFDO�UHODWLRQVKLS�ZKHQ�KH�DU-
gues that “good theatre stands face to face with its audience.”���:ULWLQJ�DERXW�WKH�
connections between theatre and empathy, Stanton B. Garner notes that “empa-
WK\�LV�DQ�DWWHPSW�WR�HQJDJH�DOWHULW\²WR�HQWHU�D�UHODWLRQVKLS�ZLWK�DQRWKHU�WKURXJK�
the encounter with what is not me.”��� )RU�*DUQHU�� HPSDWK\� LV� D� FRPSRQHQW� RI�
WKH� HWKLFDO� UHODWLRQVKLS�ZLWK� WKH�2WKHU�� D� UHODWLRQVKLS� WKDW� WKHDWUH� HQJDJHV� DV� D�
“site for the staging of otherness.”�� In other words, theatre can participate in eth-
ics by means of the empathetic encounters between actors and audience.�� James 
7KRPSVRQ�VLPLODUO\�XVHV�/HYLQDV�WR�FRQVLGHU�WKHDWUH¶V�HWKLFDO�UHODWLRQVKLS�WR�WKH�
2WKHU�WKURXJK�WKH�OHQV�RI�D൵HFW��7KH�HQFRXQWHU�ZLWK�WKH�2WKHU��7KRPSVRQ�ZULWHV��
LV�³WKH�IHHOLQJV�WKDW�ÀRZ�EHWZHHQ�SHRSOH�DV�WKH\�VKDUH�VSDFH��VHQVDWLRQV�WKDW�H[LVW�
in one body as a result of the care (or animosity) it feels for the other.”�� Theatre 
can therefore engage in ethics through our emotional and physical responses to 
WKH�2WKHU��� 

These examples suggest that perhaps there is something inherently ethical 
DERXW�WKHDWUH�EHFDXVH�RI�LWV�IDFLOLW\�DW�HQJDJLQJ�ZLWK�WKH�2WKHU�WKURXJK�D൵HFW��HP-
pathy, and dramatic storytelling. Engaging in physical and emotional responses to 
character, scene partner, and spectators in the rehearsal hall or acting classroom 
LPSOLHV�DQ�HWKLFDO�UHODWLRQVKLS��%XW�5LGRXW�FDXWLRQV�DJDLQVW�EURDGO\�FRQVLGHULQJ�
theatre and the theatrical as ethical. “The problem with the ethical turn in the study 
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RI�WKHDWUH�DQG�SHUIRUPDQFH�´�KH�ZULWHV��³OLHV�QRW�VR�PXFK�ZLWK�/HYLQDV¶V�WKRXJKW��
but with the idea that anything substantial by way of guidelines for the conscious 
encouragement of the good life could be derived from it, or that it has anything 
WR�VD\�DERXW�WKH�VSHFL¿F�SUREOHPV�RI�WKHDWUH�´33�,Q�RWKHU�ZRUGV��ZKLOH�/HYLQDV¶V�
DSSURDFK�WR�WKH�HWKLFDO�UHODWLRQVKLS�ZLWK�WKH�2WKHU�LV�XVHIXO�IRU�FRQVLGHULQJ�VRFLDO�
UHODWLRQV�LQ�WKHDWUH��LW�VKRXOG�QRW�EH�GLYRUFHG�IURP�VSHFL¿FLW\�DQG�FRQWH[W��

)RU�RXU�LQTXLU\�LQWR�HWKLFDO�DSSURDFKHV�WR�DFWLQJ�SHGDJRJ\��LW�LV�QHFHVVDU\�WR�
FRQVLGHU�VSHFL¿F�FRQWH[WV�RI�WKHDWULFDO�UHODWLRQVKLSV�RI�FDUH�WRZDUG�RWKHUV��+HUH�
VFKRODUVKLS�E\�SUDFWLWLRQHUV�FDQ�KHOS�DUWLFXODWH�DQG�GH¿QH�HWKLFDO�UHODWLRQVKLSV�LQ�
WKHDWUH�SUDFWLFH�DQG�SHGDJRJ\��)RU�H[DPSOH��WKH�GUDPD�WKHUDSLVW�6DOO\�%DLOH\�DQG�
WKH�SV\FKRORJLVW�3DLJH�'LFNLQVRQ�DUJXH�IRU�DQ�HWKLFDO�FRGH�LQ�WKH�¿HOG�RI�DSSOLHG�
theatre to ensure informed consent from participants and to “yield responsible, 
UHÀHFWLYH�SUDFWLWLRQHUV�´34�:RUNLQJ�IURP�D�PHGLFDO�UHVHDUFK�EDFNJURXQG�DQG�FLW-
LQJ�WKH�+LSSRFUDWLF�RDWK��%DLOH\�DQG�'LFNLQVRQ�GH¿QH�HWKLFV�DV�³D�VHW�RI�SULQFLSOHV�
DQG�JXLGHOLQHV� WR� KHOS� LQGLYLGXDOV�PDNH� FKRLFHV� LQ� RUGHU� WR� DYRLG�GRLQJ�KDUP�
ZKLOH�ZRUNLQJ�ZLWK� RWKHUV�´35� %DLOH\� DQG�'LFNLQVRQ�PDS� D� FODVVLFDO� DSSURDFK�
to ethics as a moral code onto their discussion of applied theatre as a relation-
VKLS� RI� FDUH� EHWZHHQ� SUDFWLWLRQHUV� DQG� SDUWLFLSDQWV�� ,Q� DQRWKHU� H[DPSOH��0DUN�
&DULVWRQ�6HWRQ�DOVR�DSSURDFKHV�HWKLFV�IURP�D�PHGLFDO�UHVHDUFK�SHUVSHFWLYH��,Q�KLV�
ethnographic research into the psychological well-being of actors and the ethics 
of training actors in vulnerability, Seton uses the Australian National Statement on 
Ethical Conduct in Human Research�WR�GH¿QH�HWKLFV�DV�³PRUH�WKDQ�VLPSO\�GRLQJ�
the right thing. It involves acting in the right spirit, out of an abiding respect and 
FRQFHUQ�IRU�RQH¶V�IHOORZ�FUHDWXUHV�´36�:KLOH�%DLOH\�DQG�'LFNLQVRQ¶V�GH¿QLWLRQ�RI�
HWKLFV�SULPDULO\�IRFXVHV�RQ�WKH�+LSSRFUDWLF�YRZ�WR�³GR�QR�KDUP�´�6HWRQ¶V�XVH�RI�
the Australian statement instead focuses on the ethical relationship of care toward 
others. 

The Australian National Statement on Ethical Conduct in Human Research is 
similar to The Belmont Report, which outlines ethical principles to guide human 
subjects research in the United States. The Belmont Report�DUWLFXODWHV�WKUHH�NH\�
HWKLFDO�FRQFHUQV�� UHVSHFW� IRU� LQGLYLGXDOV��EHQH¿FHQFH�RU�SURWHFWLQJ�RWKHUV� IURP�
KDUP��DQG� MXVWLFH�RU� WUHDWLQJ�SHRSOH�HTXDOO\�37�5RRWHG� LQ�HVWDEOLVKHG�JXLGHOLQHV�
IRU�KXPDQ�VXEMHFWV�UHVHDUFK��WKH�HWKLFDO�SULQFLSOHV�RXWOLQHG�E\�%DLOH\��'LFNLQVRQ��
and Seton position the ethical relationship between artist and practitioner, ethnog-
UDSKHU�DQG�VXEMHFW��RU�WHDFKHU�DQG�VWXGHQW�DV�RXWZDUG�IDFLQJ��IRFXVHG�RQ�UHVSHFW��
FRQFHUQ�� DQG�FDUH� IRU�RWKHUV��7KLV� HWKLFDO� DSSURDFK�¿QGV�D�SDUDOOHO� LQ�Chicago 
Theatre Standards, a statement of principles intended “to create awareness and 
systems that respect and protect the human in the art.”38 After survivors of abuse 
LQ�&KLFDJR�WKHDWUH�VKDUHG�WKHLU�H[SHULHQFHV�RQOLQH�LQ�������WKH��1RW,Q2XU+RXVH�
movement formed to establish codes of conduct for the theatre community.�� Pub-
OLVKHG�LQ�������Chicago Theatre Standards grounds its ethics in open communica-
WLRQ�DQG�UHVSHFW�IRU�WKH�RWKHU��,Q�WKHVH�VSHFL¿F�H[DPSOHV��WKHDWUH�SUDFWLWLRQHUV�¿QG�
practical codes of ethical principles useful to help artists, teachers, and scholars 
WKLQN�WKURXJK�DQG�DFW�RQ�WKH�SKLORVRSKLFDO�REOLJDWLRQ�WR�WKH�2WKHU��

Theatre educators may already be using an ethical approach in their craft and 
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SHGDJRJ\�DV�WKH\�WUDLQ�GLUHFWRUV�WR�WDNH�FDUH�RI�D�VSHFL¿F�DXGLHQFH�E\�FUDIWLQJ�DQG�
VKDSLQJ�GUDPDWLF�VWRU\WHOOLQJ�ZLWK�WKHP�LQ�PLQG��RU�DV�WKH\�WHDFK�DFWRUV�WR�WDNH�
care of a scene partner by placing their attention on them. Pedagogy is inherently 
HWKLFDO��DV�/HYLQDV�SURSRVHV��EHFDXVH�LW�LQYROYHV�HQFRXQWHUV�EHWZHHQ�WKH�VHOI�DQG�
WKH�2WKHU���� ,Q� WKH�DFWV�RI� WHDFKLQJ�DQG�OHDUQLQJ��ERWK� WHDFKHU�DQG�VWXGHQW�R൵HU�
and receive in an ethical relationship, and ideally grow in awareness of self and in 
UHJDUG�IRU�WKH�RWKHU��$V�WKH�HGXFDWLRQDO�WKHRULVW�5XEpQ�$��*D]WDPELGH�)HUQiQGH]�
H[SODLQV��³3HGDJRJ\�WDNHV�SODFH�LQ�DQ�HQFRXQWHU�EHWZHHQ�VXEMHFWV�ZKR�DUH�DOVR�
PDGH²DQG� WKHUHIRUH� WUDQVIRUPHG²LQ� DQG� WKURXJK� WKH� HQFRXQWHU� DV� VXEMHFWV��
Pedagogy thus hinges on a turn toward ethics.”�� Similarly, Sharon Todd argues 
WKDW�³/HYLQDV¶�IRFXV�RQ�WKH�FHQWUDOLW\�RI�RWKHUQHVV�WR�WHDFKLQJ��OHDUQLQJ�DQG�HWKLFV�
OHQGV�LQVLJKW�LQWR�WKH�GHPDQG�IRU�DOWHUDWLRQ�SHGDJRJ\�PDNHV��DQG�HQDEOHV�WHDFK-
ers to begin to consider what responsibilities they have towards those whom they 
teach.”�� To approach pedagogy as an ethical relationship, theatre teachers must 
prioritize their obligation of respect and care for each student.

Just because the pedagogical encounter can be understood as ethical does not 
mean that theatre artists and educators are necessarily engaging in ethical prac-
WLFHV��HLWKHU�E\�DFWLQJ�PRUDOO\�RU�E\�IRFXVLQJ�WKHLU�REOLJDWLRQ�WR�RWKHUV��/LNHZLVH��
just because theatre is an intersubjective and collaborative art form, one cannot 
DVVXPH�WKDW�WKHDWULFDO�ZRUN�LV�DOZD\V�HWKLFDO��)RU�H[DPSOH��LQ�WKHLU�DQDO\VHV�RI�WKH�
emotional damage that can be caused by acting pedagogy, both Seton and Zamir 
QRWH�WKDW�DFWRUV�DUH�UDUHO\�HQJDJHG�ZLWK�HWKLFDO�TXHVWLRQV�RI�SHUIRUPDQFH�LQ�DX-
WKRULWDULDQ�WUDLQLQJ�PRGHOV�WKDW�GHPDQG�WKHLU�XQTXHVWLRQLQJ�UHVSRQVH�WR�GLUHFWR-
rial decisions.43 In his appeal for ethical actor training, Zamir argues that a “moral 
vocabulary” is needed to help actors “specify their own limits, or to understand, 
before the event, what maintaining or forgoing these limits entails.”44�)RU�D�PRUH�
HWKLFDO�DSSURDFK��6HWRQ�DUJXHV�WKDW�³WKHUH�QHHGV�WR�EH�D�FRQVFLRXV�DFNQRZOHGJH-
ment that teachers and students particulate in the circulations of desire, power and 
resistance.”45� ,Q�RWKHU�ZRUGV��ZH�QHHG�DQ� LQWHQWLRQDO�DFWRU�SHGDJRJ\²RQH� WKDW�
considers the ethical relationship between educators and students as well as actors 
and audience, and that also helps student actors specify their physical and emo-
tional limits, understand how their boundaries interact with structures of power, 
DQG�DSSURDFK�WKHDWUH�DV�D�UHODWLRQVKLS�RI�FDUH�WRZDUG�RWKHUV��:H�SURSRVH�WKDW�RQH�
ZD\�WR�GR�WKLV�LV�WR�DGG�WKHDWULFDO�LQWLPDF\�ERXQGDU\�PDQDJHPHQW�WHFKQLTXHV�WR�
theatre training.

Boundaries and the Theatre Artist 
In order to explore boundary management as part of ethical actor training it 

is important to consider how theatre artists identify their physical and emotional 
boundaries. Identifying personal boundaries is often a new concept for the un-
GHUJUDGXDWH�WKHDWUH�VWXGHQW��:ULWLQJ�RI�KHU�H[SHULHQFH�LQ�\RXWK�WKHDWUH��(OL]DEHWK�
Brendel Horn notes that “impressionable young theatre students, taught that ‘the 
VKRZ�PXVW�JR�RQ¶�DQG�WR�µOHDYH�WKHLU�EDJJDJH�DW�WKH�GRRU¶�DUH�RIWHQ�WLPHV�WUDLQHG�
to ignore their bodies instead of to honor them.”46 Training actors to honor their 
ERGLHV�DQG�PLQGV�UHTXLUHV�LQVWUXFWRUV�ERWK�WR�DFNQRZOHGJH�ZKDW�LV�EHLQJ�DVNHG�RI�
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the actor and also to create a pedagogy that places the individual actor in control 
of the process. After all, in Staging Sex &KHOVHD� 3DFH� DFNQRZOHGJHV� WKDW� ³DF-
WRUV�GRQ¶W�DOZD\V�EHOLHYH�GLUHFWRUV�DQG�FKRUHRJUDSKHUV�ZKHQ�WROG�WKH\�JHW�WR�VHW�
their own boundaries.”47�3DWV\�5RGHQEXUJ�R൵HUV�D�XVHIXO�SHGDJRJLFDO�PRGHO�RI�
placing the performer in control in The Right to Speak� DV� VKH�ZULWHV�� ³,�QHYHU�
IRUFH�DQ\�VWXGHQW�WR�SHUIRUP�DQ�H[HUFLVH�WKDW�ZLOO�PDNH�WKHP�SDQLF�RU�VXUUHQGHU�
HPRWLRQDO�FRQWURO��,W�KDV�WR�EH�VRPHRQH¶V�FKRLFH�WR�JR�LQ�WKDW�GLUHFWLRQ�ZKHQ�WKH\�
feel ready…I never use these exercises unless I am sure of their purpose and 
when there is a high level of safety and familiarity in the group or trust within an 
individual.”48�5RGHQEXUJ¶V�GHVFULSWLRQ�RI�KHU�SHGDJRJLFDO�SURFHVV�IRFXVHV�RQ�WKH�
agency of the individual performer, and an understanding that each actor brings 
WKHLU�RZQ�LQGLYLGXDO�H[SHULHQFH�WR�WKH�ZRUN��,Q�WKHLU�DUWLFOH�RQ�IHPLQLVW�DSSURDFK-
HV�WR�YRLFH�WUDLQLQJ��WKH�SKLORVRSKHU�$QQ�-��&DKLOO�DQG�WKH�YRLFH�LQVWUXFWRU�&KULV-
WLQH�+DPHO�GHVFULEH�WKH�DFWRU¶V�XQLTXH�H[SHULHQFH�DV�³H[LVWHQWLDO�ORFDWLRQ�´�� They 
ZULWH��³ZKDW�GLVWLQJXLVKHV�GL൵HUHQW�LQGLYLGXDO�KXPDQ�EHLQJV�IURP�HDFK�RWKHU�LV�
QRW�WKH�QDWXUH�RI�WKHLU�RZQ�HVVHQWLDO�VHOI²DOPRVW�DOZD\V�IUDPHG�DV�DQ�RWKHU�WKDQ�
PDWHULDO�LQWHULRULW\��ZDOOHG�R൵�IURP�VRFLDO�LQÀXHQFHV��D�µZKR¶�RQH�LV²EXW�UDWKHU�
the fact that they are situated, in a bodily and material way, at an intersection of a 
multiplicity of forces that coalesce in a way that cannot be reproduced with com-
plete verisimilitude for any other human being.”���6WXGHQWV�ZLOO�FRPH�WR�WKH�ZRUN�
GL൵HUHQWO\�IURP�XQLTXH�H[LVWHQWLDO�ORFDWLRQV��DQ�LQVWUXFWRU�DFNQRZOHGJLQJ�WKLV�LQ�
WKH�DFWLQJ�VWXGLR�DQG�UHKHDUVDO�KDOO�FDQ�EH�WKH�¿UVW�VWHS�WRZDUG�KHOSLQJ�VWXGHQWV�WR�
discuss and identify boundaries. 

Establishing personal boundaries and agency for the individual actor then 
WDNHV�UHSHWLWLYH�DQG�LQWHQWLRQDO�ZRUN��6WXGHQW�DFWRUV�PXVW�¿UVW�GHYHORS�DQ�DZDUH-
ness of the state of their boundaries. A useful example of cultivating this aware-
QHVV� FRPHV� IURP� WKH�7KHDWULFDO� ,QWLPDF\� (GXFDWLRQ� FR�IRXQGHU� /DXUD� 5LNDUG��
,Q�ZRUNVKRSV��5LNDUG� XVHV� WKH� SDUDOOHO� LPDJH� RI� WKH� YLROLQ� DQG� YLROLQLVW�ZKHQ�
WHDFKLQJ�DERXW�ERXQGDULHV��WKH�DUWLVW��DQG�WKH�DFWRU¶V�LQVWUXPHQW��5LNDUG�H[SODLQV�
that when the musician plays their violin, the instrument undergoes exercise as 
it moves through the musical activity for which it was created. After playing the 
violin, the musician tunes and polishes the violin in order to restore the instru-
PHQW��5LNDUG�WKHQ�SUHVHQWV�WKH�SDUWLFLSDQWV�ZLWK�D�VFHQDULR�ZKHUH�WKH�FRQGXFWRU�
DVNV�WKH�YLROLQLVW� WR�SURGXFH�D�FHUWDLQ�VRXQG�E\�VWHSSLQJ�RQ�WKH�YLROLQ�� WKHUHE\�
GHVWUR\LQJ�LW��6WHSSLQJ�RQ�WKH�YLROLQ�PLJKW�UHVXOW�LQ�DQ�H൵HFWLYH�PXVLFDO�RU�WKH-
DWULFDO�H[SHULHQFH��EXW�WKH�ZRUNVKRS�SDUWLFLSDQWV�DUH�JHQHUDOO\�LQ�DJUHHPHQW�WKDW�
WKLV�UHTXHVW�FURVVHV�D�ERXQGDU\�EHFDXVH�LW�FDXVHV�WUDXPD�WR�WKH�LQVWUXPHQW��)URP�
WKLV�PHWDSKRU��SDUWLFLSDQWV�UHDOL]H�WKDW�VRPHWLPHV�D�GLUHFWRU�PD\�DVN�VRPHWKLQJ�RI�
them that crosses a boundary if it has the potential to cause physical or emotional 
distress to their instrument. 

Actor training ensures that the artist is prepared to face a variety of experi-
ences that a dramatic circumstance may necessitate and a range of behaviors that 
SRUWUD\LQJ�D�GUDPDWLF�FKDUDFWHU�PLJKW�UHTXLUH��7KH�JRDOV�RI�PDQ\�DFWRU�WUDLQLQJ�
SURJUDPV�DUH�IRU�WKH�DFWRU�WR�GHYHORS�D�YRLFH�DQG�ERG\�WKDW�DUH�ÀH[LEOH�DQG�DEOH�
WR�UHVSRQG�LQWXLWLYHO\�WR�PXOWLSOH�SRVVLEOH�JLYHQ�FLUFXPVWDQFHV��)RU�H[DPSOH��LI�
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WKH�VFULSW�UHTXLUHV�WKDW�D�FKDUDFWHU�PXVW�VFUHDP�LQ�RUGHU�WR�PRYH�WKH�GUDPDWLF�DF-
WLRQ�IRUZDUG��WKH�DFWRU¶V�WUDLQLQJ�LQ�YRLFH�PHFKDQLFV�KHOSV�WKHP�UHSHDWHGO\�SOD\�
the heightened dramatic action without injury. The ideal is that a well-trained ac-
tor understands the physical demands of acting and how to safeguard their vocal 
health. 

7KH�HPRWLRQDO�GHPDQGV�RI�DFWRU�WUDLQLQJ�VKRXOG�EH�VLPLODU²DQ�DFWRU�VKRXOG�
be able to understand the emotional demands of playing a variety of dramatic 
H[SHULHQFHV�DQG�NQRZ�KRZ�WR�SURWHFW�WKHLU�HPRWLRQDO�KHDOWK��<HW��DV�6X]DQQH�%XU-
goyne writes, actors often use their own life history as material for characteriza-
tion, and directors and theatre teachers are not always aware of “the potential 
psychological hazards inherent in actor training” related to character creation.�� 
2XU�DFWLQJ�VWXGHQWV�KDYH�WROG�XV�WKDW�SUHYLRXV�WHDFKHUV�KDYH�DVNHG�SHUVRQDO�TXHV-
WLRQV�DERXW�WKH�VWXGHQW¶V�OLIH�DV�D�PHDQV�RI�KHOSLQJ�WKH�VWXGHQW�JHQHUDWH�HPRWLRQDO�
responses to the dramatic circumstances. Some students were expected to draw on 
personal experiences of loss, anguish, and even trauma as a part of their training. 
7KLV�DSSURDFK�LV�GHULYHG�IURP�D�SRUWLRQ�RI�6WDQLVODYVNL¶V�V\VWHP��ZKLFK�EHFDPH�D�
IRXQGDWLRQDO�SLHFH�RI�WKH�$PHULFDQ�0HWKRG��,Q�KLV�FRPSUHKHQVLYH�DUWLFOH�RQ�DS-
SURDFKHV�WR�0HWKRG�LQ�HGXFDWLRQDO�WKHDWUH��'DYLG�.UDVQHU�H[SODLQV�WKDW�³0HWKRG�
DFWLQJ�LV�QRW�VLPSOH��$൵HFWLYH�PHPRU\��SK\VLFDO�DFWLRQV��PRWLYDWLRQ��H[SHULHQF-
LQJ�WKH�UROH��DQG�UHODWLRQVKLSV�PXVW�ZRUN�VLPXOWDQHRXVO\��7KH�0HWKRG�DOVR�EUHDNV�
GRZQ�EDUULHUV��%DUULHUV�FRPH�LQ�PDQ\�IRUPV«7KH�0HWKRG�VHHNV�ZD\V�WR�UHYHUVH�
defensive postures.”���:KDW�.UDVQHU�GHVFULEHV�KHUH�LV�0HWKRG¶V�JRDO�RI�UHPRY-
LQJ� HPRWLRQDO� EDUULHUV�� RU� ³GHIHQVLYH� SRVWXUHV�´� LQ� DQ� H൵RUW� WR� DOORZ� DFWRUV� WR�
react instinctively and act truthfully in imaginary circumstances. These barriers 
are inhibitions, such as a fear of failure, that prevent the actor from fully yet safely 
H[SORULQJ�SRVVLELOLWLHV�RI�WKHLU�LQVWUXPHQW��WKH\�DUH�QRW�WKH�SK\VLFDO�RU�HPRWLRQDO�
ERXQGDULHV�WKDW�SURWHFW�WKDW�LQVWUXPHQW�IURP�WUDXPD��7KH�TXHVWLRQ�UHPDLQV��+RZ�
does one help an untrained actor remove emotional barriers if they do not under-
VWDQG�WKH�GL൵HUHQFH�EHWZHHQ�D�ERXQGDU\�DQG�D�EDUULHU"�,I� WKH�WHDFKHU�LV�VLPSO\�
replicating what they experienced in actor training without an awareness of the 
GL൵HUHQFH�WKHPVHOYHV��DQ�DWWHPSW�WR�UHPRYH�EDUULHUV�PLJKW�HDVLO\�OHDG�WR�FLUFXP-
stances where boundaries become blurred or crossed.

:KHQ�WKHDWULFDO�SUDFWLWLRQHUV�DVN�DFWRUV�WR�PLQH�SHUVRQDO�H[SHULHQFHV�IRU�WKH�
SXUSRVH�RI�SURGXFLQJ�HPRWLRQV��WKH\�PD\�QRW�LQWHQG�WR�KDUP�WKH�DFWRU��KRZHYHU��
WKH�XVH�RI�SHUVRQDO�H[SHULHQFH�RU�WUDXPD�FDQ�FUHDWH�XQKHDOWK\�ZRUNLQJ�FRQGLWLRQV�
for an actor without the tools to identify or manage boundaries. This is com-
pounded when student actors in subordinate positions of power feel that they must 
H[SRVH�WKHPVHOYHV�SHUVRQDOO\�LQ�RUGHU�WR�SOHDVH�WKH�LQVWUXFWRU��0RUHRYHU��VWXGHQW�
DFWRUV�LQ�SURJUDPV�OLNH�(ORQ�8QLYHUVLW\¶V��ZKHUH�PDQ\�VWXGHQWV�ZRUN�SURIHVVLRQ-
ally in the summer, may also feel pressure to demonstrate their potential for pro-
IHVVLRQDO�VXFFHVV��$V�1LFRODV�5LGRXW�ZULWHV�LQ�Stage Fright, Animals, and Other 
Theatrical Problems��³$Q�DFWRU¶V�WUDLQLQJ�EDVHG�RQ�6WDQLVODYVNL�UHTXLUHV�D�GHJUHH�
of introspection as the basis for successful simulation of emotion…the actor is 
DVNHG�WR�PHUJH�SULYDWH�DQG�SXEOLF�OLIH�LQ�VXFK�D�ZD\�DV�WR�PDNH�KLV�RU�KHU�PRVW�
intimate experiences and recollections the basis for professional success. It is not 
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MXVW�WKH�DFWRU¶V�SURIHVVLRQDO�FUHGLELOLW\�RU�HPSOR\PHQW�SURVSHFWV�WKDW�DUH�DW�VWDNH�
when he or she steps on stage, it is his or her self.”53�7KH�DFWRU¶V�QHHG�WR�XQGHU-
stand boundaries and personal agency are complicated by educational and profes-
sional power structures that feed the pressure to please the teacher or director. 

Theatrical intimacy methods for communicating consent, managing bound-
DULHV�� DQG�FKRUHRJUDSKLQJ� LQWLPDF\�FDQ� WHDFK�DFWRUV� WHFKQLTXHV� IRU� LGHQWLI\LQJ�
boundaries and managing them for the purposes of self-care, and mitigate the 
SRVVLELOLW\�RI�HPRWLRQDO�FULVLV�LQ�WKH�FODVVURRP��UHKHDUVDO�KDOO��DQG�RQ�VWDJH��)RU�
H[DPSOH�� LQ�KLV�([WUHPH�6WDJH�3K\VLFDOLW\� WHFKQLTXH��$GDP�1REOH� DVNV� DFWRUV�
WR�FRPPXQLFDWH�³QR�À\�]RQHV�´�RU�SK\VLFDO�ERXQGDULHV�� WR� WKHLU�SDUWQHU�EHIRUH�
choreographing a scene of intense physicality.54 This process can be used by scene 
SDUWQHUV�HYHQ�LI�WKH�VFHQH�GRHV�QRW�UHTXLUH�SK\VLFDO�WRXFK��WR�HQFRXUDJH�FRPPX-
nication about touch and consent. Theatrical Intimacy Education teaches a bound-
ary-establishment exercise where a scene partner demonstrates on their body ar-
HDV�WKDW�DUH�R൵�OLPLWV�WR�WRXFK�E\�RWKHUV��ZKLFK�DUH�WKHQ�FRQ¿UPHG�DQG�YHUEDOO\�
UHLQIRUFHG�E\�WKHLU�SDUWQHU��5LNDUG�VD\V�WKDW�³DUHDV�WKDW�DUH�R൵�OLPLW�WR�WRXFK�KDYH�
µIHQFHV�¶�7KLV�ZD\�WKH�SDUWQHU�FDQ�SK\VLFDOO\�YLVXDOL]H�WKH�ERXQGDU\�RI�D�IHQFH�
and remember not to cross the boundary established by their partner.”55 The goal 
RI�HVWDEOLVKLQJ�SK\VLFDO�ERXQGDULHV��IHQFHV��RU�QR�À\�]RQHV�LV�WR�HQVXUH�WKDW�FRQ-
WDFW�LV�FRQVHQVXDO��EXW�LW�LV�DOVR�DQ�HWKLFDO�SUDFWLFH��DFWRUV�HQJDJLQJ�LQ�ERXQGDU\�
H[HUFLVHV�UHLQIRUFH�UHVSHFW�IRU�WKH�LQGLYLGXDO�DFWRU¶V�H[LVWHQWLDO�ORFDWLRQ��D�GHVLUH�
to prevent doing harm to another, and an ethical relationship with scene partners. 

Protocols for establishing emotional boundaries are also important for ethi-
cal actor training. Theatrical Intimacy Education recommends the use of a verbal 
self-care cue that actors can use “to stop the action when the actors feel there 
may be something amiss in the choreography or if the actor needs a moment for 
mental self-care.”56 The self-care cue is a verbal signal communicated to the entire 
company before the start of rehearsals. If any company member in the rehearsal 
hall uses the self-care cue, it will momentarily halt the action. The self-care cue 
stops rehearsals until any physical issues of safety, boundaries, or choreographic 
confusion are attended to. It also allows for the company member to have brief 
time for emotional self-care, addressing potential triggers in the moment instead 
of waiting until rehearsal is over, and without needing to give detailed explanation 
to others in the room. The use of self-care cues reminds everyone in the rehearsal 
hall that emotional boundaries exist, are as valid as physical boundaries, and that 
respecting them is part of an emotionally healthy rehearsal experience. Estab-
OLVKLQJ�D�WHFKQLTXH�IRU�PDQDJLQJ�HPRWLRQDO�ERXQGDULHV�LQ�UHKHDUVDOV�HPSRZHUV�
SHUIRUPHUV��GUDPDWXUJV��DQG�WHFKQLFLDQV�WR�WDNH�UHVSRQVLELOLW\�IRU�WKHLU�HPRWLRQDO�
health. Both physical and emotional boundary-management methods foster re-
spect for individual autonomy while simultaneously adding an ethical lens toward 
others as part of the culture of the rehearsal room. 

Theatrical Intimacy Protocols for Boundary Management in Practice 
5HFHQWO\�ZH�XVHG�WKHDWULFDO�LQWLPDF\�ERXQGDU\�PDQDJHPHQW�SURWRFROV�ZLWK�

undergraduate students in rehearsals for Moment��E\�'HLUGUH�.LQDKDQ��DQG�Tro-
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jan Barbie��E\�&KULVWLQH�(YDQV��ERWK�GLUHFWHG�E\�.LP�6KLYHO\�DQG�GUDPDWXUJHG�
E\�6XVDQQH�6KDZ\HU�DW�(ORQ�8QLYHUVLW\��$IWHU�HDFK�SURGXFWLRQ�ZH�DVNHG�VWXGHQW�
SDUWLFLSDQWV�WR�UHÀHFW�RQ�ZKDW�WKHVH�WHFKQLTXHV�DGGHG�WR�WKHLU�SURGXFWLRQ�H[SHUL-
ence and how they might use boundary-management methods in the future.57 The 
student responses demonstrate that even as we argue for physical and emotional 
ERXQGDU\�PDQDJHPHQW�WHFKQLTXHV�DV�SDUW�RI�HWKLFDO�DFWRU�WUDLQLQJ��RXU�VWXGHQWV�
also see the ethical value of using theatrical intimacy protocols in the classroom 
and rehearsal hall.

:H�SURGXFHG�Moment DW�(ORQ�8QLYHUVLW\�LQ�������7KH�SOD\�WHOOV�WKH�VWRU\�RI�
DQ�,ULVK�IDPLO\�URFNHG�E\�WKH�PXUGHU�RI�D�FKLOG��7KH�FKDUDFWHU�1LDO�/\QFK�KDV��DV�D�
WHHQDJHU��NLOOHG�KLV�VLVWHU¶V�IULHQG�LQ�DQ�LPSXOVLYH�PRPHQW�RI�YLROHQFH��VHUYHG�KLV�
WLPH�LQ�MXYHQLOH�GHWHQWLRQ��DQG�WKHQ�ODXQFKHG�D�FDUHHU�DV�DQ�DUWLVW��:KHQ�KH�DUULYHV�
home after a long absence to introduce his new wife to his family, years of unex-
SUHVVHG�DQJHU�H[SORGH��,Q�RXU�SURGXFWLRQ��VHYHUDO�FKDUDFWHUV�NLVVHG�DQG�FDUHVVHG�
WR�H[SUHVV� WKHLU�SK\VLFDO�DQG�HPRWLRQDO� LQWLPDF\��$V�D�¿UVW� VWHS� LQ� LQWURGXFLQJ�
WKHDWULFDO�LQWLPDF\�WR�RXU�VWXGHQW�FDVW�DQG�FUHDWLYH�WHDP��/DXUD�5LNDUG�FRQVXOWHG�
with the director, dramaturg, student dramaturgy team, and student stage manage-
PHQW�WHDP��5LNDUG�LQVWUXFWHG�WKH�FUHDWLYH�WHDP�RQ�ZD\V�RI�HVWDEOLVKLQJ�SHUVRQDO�
ERXQGDULHV�IRU�WKH�DFWRUV�DQG�EHVW�SUDFWLFHV�IRU�VWDJLQJ�LQWLPDF\��:LWK�RXU�VWDJH�
PDQDJHPHQW�DQG�GUDPDWXUJ\�WHDPV�DFWLQJ�DV�DGYRFDWHV�DQG�VXSSRUW�VWD൵�LQ�WKH�
rehearsal hall, we introduced theatrical intimacy protocols to our cast in scaf-
IROGHG�VWHSV��7KH�DFWRUV��GLUHFWRU��DQG�GUDPDWXUJV�WDONHG�WKURXJK�WKH�VFHQHV�WKDW�
contained intimacy, exploring in open discussion the dramatic story of each spe-
FL¿F�PRPHQW��1H[W��WKH�LQWLPDF\�ZDV�FKRUHRJUDSKHG�LQ�D�FORVHG�UHKHDUVDO�ZLWKRXW�
understudies, assistant stage managers, or student dramaturgs. Here the actors 
ZRUNHG�WKURXJK�ERXQGDU\�HVWDEOLVKPHQW�H[HUFLVHV�ZLWK�WKHLU�VFHQH�SDUWQHUV��YHU-
bally discussed their fences and consent to touch, and tested the intimacy cho-
UHRJUDSK\�ZLWKRXW�WKH�SUHVVXUH�RI�SHHUV�RU�RWKHU�RQORRNHUV�LQ�WKH�URRP��$W�WKLV�
SRLQW�ZH�DOVR�LQVWLWXWHG�WKH�XVH�RI�SODFHKROGHU�FKRUHRJUDSK\��KLJK�¿YH�JHVWXUHV��
LQVWHDG�RI�NLVVHV� IRU� DQ\� UHKHDUVDO�GXULQJ�ZKLFK� WKH�DFWRUV� FKRVH�QRW� WR�NLVV�58 
,Q�VXEVHTXHQW�UHKHDUVDOV�� WKH�VWXGHQW�DFWRUV�SOD\HG�WKURXJK�WKH�VFHQH�XVLQJ�WKH�
SODFHKROGHUV�XQWLO�WKH\�FKRVH�WR�SHUIRUP�WKH�NLVVHV�XVLQJ�WKHLU�LQWLPDF\�FKRUHRJ-
raphy. Guided by the director, the actors agreed on a date for the execution of the 
NLVVHV�EHWZHHQ�WKHLU�FKDUDFWHUV��7KLV�DJUHHPHQW�DVVXUHG�DFWRUV�DQG�FUHDWLYH�WHDP�
WKDW�WKH�FKRUHRJUDSK\�FRXOG�EH�H[HFXWHG�E\�WKH�¿QDO�UXQ�WKURXJK�EHIRUH�WHFK�UH-
hearsal in order to give time for adjustments if needed. Because of the nature of 
the choreography, the actors, director, and stage manager opted for an intimacy 
FDOO�DORQJ�ZLWK�WKH�¿JKW�FDOO�EHIRUH�HDFK�VKRZ��7KHVH�FDOOV�KHOSHG�PDLQWDLQ�WKH�
LQWHJULW\�RI�WKH�FKRUHRJUDSK\�WKURXJKRXW�WKH�WZR�ZHHN�UXQ��

,Q�WKHLU�UHÀHFWLYH�ZULWLQJ�DIWHU�WKH�SURGXFWLRQ�FORVHG��RXU�VWXGHQWV�QRWHG�WKH�
VLJQL¿FDQFH�RI�WKLV�DSSURDFK�WR�LQWLPDF\�IRU�LQFUHDVLQJ�WKHLU�VHQVH�RI�DXWRQRP\�DV�
actors. Several student actors and creative team members described the intimacy 
ZRUN�DV�³HPSRZHULQJ�´�:H�VDZ�WKLV�LQ�WKH�H[DPSOH�LQFOXGHG�LQ�WKH�LQWURGXFWLRQ�
WR�WKLV�HVVD\��DQG�DOVR�IURP�DQRWKHU�VWXGHQW��
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So often, the actual process of acting can blur the lines between 
KHDOWK\�DQG�XQKHDOWK\�PHQWDO�HPRWLRQDO�FRPPLWPHQW�� ,� WKLQN�
that any practical applications of safeguarding this process are 
LQYDOXDEOH�LQ�RXU�ZRUN�DV�FROODERUDWRUV�DQG�DUWLVWV��,W�LV�DOVR�HP-
SRZHULQJ�WR�WKH�DFWRUV��WR�EH�WUHDWHG�OLNH�WKH�KXPDQ�EHLQJV�WKDW�
they are conveying, rather than props being told to do anything 
and everything with no say for themselves. 

2WKHU�VWXGHQWV�DOVR�IRXQG�WKH�ZRUN�XVHIXO�IRU�KHOSLQJ�WR�PDLQWDLQ�WKH�ERXQGDU\�
EHWZHHQ�VHOI�DQG�FKDUDFWHU��)RU�H[DPSOH��RQH�VWXGHQW�H[SODLQHG�WKH�VLJQL¿FDQFH�
RI�WKH�ZRUN�LQ�UHODWLRQVKLS�WR�WKHLU�SHUVRQDO�OLIH�DQG�SRWHQWLDO�ERXQGDU\�EOXUULQJ��

The process also allowed us to protect our relationships and 
HPRWLRQDO� OLYHV�� 2XU� >FUHDWLYH� WHDP@� KDG� WKH� ZKHUHZLWKDO� WR�
understand that repeated intense physical intimacy could elicit 
emotions or feelings that were parallel to our characters but not 
rooted in reality. This was especially true as my scene partner 
DQG� ,� EHFDPH� FORVHU� RYHU� WKH� UHKHDUVDO� SURFHVV«>%XW@� DW� QR�
point did I confuse my physical and hormonal responses with 
romantic feelings for my scene partner. This process supported 
IXOO�HQJDJHPHQW�DQG�DFNQRZOHGJPHQW�RI�WKRVH�QDWXUDO�UHVSRQV-
es while preventing any sort of bleed-through of the dramatic 
world into reality. 

,W�LV�LPSRUWDQW�WR�QRWH�WKDW�WKHVH�VWXGHQW�UHVSRQVHV�WR�LQWLPDF\�ZRUN�DUH�SHUVRQDO�
DQG�TXDOLWDWLYH�UHÀHFWLRQV��KRZHYHU�� WKHLU�UHVSRQVHV�GR�VKRZ�WKDW�WKH�WKHDWULFDO�
LQWLPDF\�ZRUN�KDG�DQ�H൵HFW�RQ�WKHLU�DELOLW\�WR�PDLQWDLQ�KHDOWK\�HPRWLRQDO�ERXQG-
DULHV��0RUHRYHU��RXU�VWXGHQW�DFWRUV�IHOW�HPSRZHUHG�E\�EHLQJ�LQFOXGHG�LQ�UHKHDUVDO�
discussions of dramatic storytelling.

Because of this modest success in using theatrical intimacy for characters who 
NLVV�LQ�Moment��ZH�ZDQWHG�WR�H[SDQG�WKH�XVH�RI�WKHDWULFDO�LQWLPDF\�WHFKQLTXHV�
for our production of Trojan Barbie��SURGXFHG�LQ�������Trojan Barbie is a modern 
UHWHOOLQJ�RI�(XULSLGHV¶V�FODVVLF�WUDJHG\�Trojan Women. In it, the city of Troy has 
IDOOHQ�WR�WKH�YLFWRULRXV�*UHHN�DUP\��DQG�WKH�ZRPHQ�RI�7UR\�ZDLW�LQ�D�FDPS�WR�OHDUQ�
WKHLU�IDWH��:KLOH�FKDUDFWHUV�OLNH�+HFXED��&DVVDQGUD��DQG�$QGURPDFKH�DUH�IDPLOLDU�
from myth, their experiences echo those of women from modern wars, including 
WUDXPDWLF�HYHQWV�VXFK�DV�VH[XDO�YLROHQFH�RU�WKH�GHDWK�RI�FKLOGUHQ��/LNH�Moment, 
WKLV�SURGXFWLRQ�LQFOXGHG�PRPHQWV�ZKHQ�FKDUDFWHUV�NLVV��Trojan Barbie also con-
WDLQHG�D�IHZ�LQVWDQFHV�RI�SK\VLFDO�YLROHQFH� WRZDUG�IHPDOH�LGHQWL¿HG�FKDUDFWHUV�
E\�PDOH�LGHQWL¿HG�FKDUDFWHUV��7KHVH�PRPHQWV�GHPRQVWUDWH� WKH�YXOQHUDELOLW\�RI�
civilians during war and highlight the privilege of American audiences who may 
have experienced war only through the safety of their television sets. It was im-
portant to the production team to honor the words of the playwright while also 
DFNQRZOHGJLQJ�SRWHQWLDO�DXGLHQFH�WUDXPD�UHODWHG�WR�ZDU��YLROHQFH��WKH��0H7RR�
PRYHPHQW��DQG�UHFHQW�PDVV�VKRRWLQJV��:H�WKHUHIRUH�FKRVH�WR�VW\OL]H�DV�PXFK�RI�
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the violence in the production as possible without compromising the spirit of the 
VWRU\��)RU�Trojan Barbie, we wanted everyone in the company to be familiar with 
theatrical intimacy practices, partly as an educational experience and also because 
RI�RXU�XQGHUVWDQGLQJ�RI�HWKLFV�DV�D�UHODWLRQVKLS�RI�UHVSHFW�DQG�FDUH�WR�RWKHUV��:H�
hoped that our students would learn to identify and communicate clearly if their 
RZQ�RU�WKHLU�SHHUV¶�SK\VLFDO�RU�HPRWLRQDO�ERXQGDULHV�VHHPHG�DW�ULVN��

To do this, we set aside several hours of rehearsal for intimacy training for 
WKH�HQWLUH�FRPSDQ\��:H�WDONHG�WKURXJK�WKH�JRDOV�RI�WKHDWULFDO�LQWLPDF\�SURWRFROV�
DQG�GLVFXVVHG�NH\�LGHDV�RI�FRQVHQW��ERXQGDULHV��DQG�WKH�SXUSRVH�RI�PDLQWDLQLQJ�
FKRUHRJUDSKLF�LQWHJULW\��6HQLRU�VWXGHQWV�ZKR�KDG�SUHYLRXVO\�WDNHQ�D�VL[WHHQ�KRXU�
WKHDWULFDO�LQWLPDF\�WUDLQLQJ�ZRUNVKRS�ZLWK�7KHDWULFDO�,QWLPDF\�(GXFDWLRQ�GHPRQ-
VWUDWHG�D�EDVLF�ERXQGDU\�VHWWLQJ�H[HUFLVH��DQG�WKH�HQWLUH�FRPSDQ\²LQFOXGLQJ�GUD-
PDWXUJV��VWDJH�PDQDJHUV��GHVLJQHUV��GDQFHUV��DQG�DFWRUV²SUDFWLFHG�HVWDEOLVKLQJ�
physical boundaries with a partner. Though the exercise was voluntary, all our stu-
dents were eager to participate and learn more about theatrical intimacy best prac-
WLFHV��:LWK�WKH�DFWRUV¶�FRQVHQW�ZH�KHOG�RSHQ�SUH�UHKHDUVDO�DQG�SUH�SHUIRUPDQFH�
intimacy calls for the entire company. Because we had the opportunity to teach 
WKH�EHVW�SUDFWLFHV�WR�D�ODUJH�VWXGHQW�SRSXODWLRQ��ZH�DVNHG�WKH�DFWRUV�SDUWLFLSDWLQJ�
LQ� WKH� LQWLPDF\�LI� LW�ZRUNHG�IRU� WKHP�WR�RSHQ� WKHVH�FDOOV��:H�ZHUH�SUHSDUHG� WR�
FORVH�WKH�FDOOV�LI�RSHQ�UHKHDUVDO�GLG�QRW�ZRUN�IRU�WKH�DFWRUV¶�ERXQGDULHV��KRZHYHU��
the student actors were eager to share these practices with the entire company. 
Everyone saw intimacy procedures modeled under the supervision of the faculty 
GLUHFWRU��(YHU\RQH�REVHUYHG�WKH�LQWLPDF\�FDOO��OLVWHQHG�WR�WKH�IHHGEDFN�IURP�WKH�
stage manager, and witnessed the actors discussing the choreography. 

,Q�SRVWSURGXFWLRQ��SRVW�DVVHVVPHQW�UHÀHFWLRQV�FROOHFWHG�DQG�XVHG�KHUH�ZLWK�
permission, our students recognized the value of including the entire company in 
WKH�ERXQGDU\�VHWWLQJ�H[HUFLVH�DV�D�ZD\�WR�HVWDEOLVK�UHVSHFW�IRU�RWKHUV¶�HPRWLRQDO�
DQG�SK\VLFDO�VDIHW\�LQ�WKH�UHKHDUVDO�KDOO��2QH�VWXGHQW�ZURWH��

:RUNVKRSSLQJ�WKHDWULFDO�LQWLPDF\�ZLWK�WKH�ZKROH�FDVW�RI�Tro-
jan Barbie�EHIRUH�ZH�EORFNHG�WKH�LQWLPDWH�YLROHQW�VFHQH�VHW�WKH�
standard for expectations…In the past I have felt uncomfort-
DEOH�H[SUHVVLQJ�P\�IHQFHV�EXW�WKH�WKHDWULFDO�LQWLPDF\�ZRUN�QRU-
PDOL]HG�WKDW�IHQFH�ZLWKRXW�WKH�QHHG�IRU�MXVWL¿FDWLRQ�RQ�ZK\�,�
KDG�WKDW�>ERXQGDU\@��

$QRWKHU�VWXGHQW�DOVR�QRWHG�KRZ�WKHDWULFDO�LQWLPDF\�ZRUN�UHLQIRUFHG�WKHLU�HWKLFDO�
UHODWLRQVKLSV�WR�RWKHUV�LQ�WKH�DFWLQJ�FRPSDQ\�

:H�DV�DFWRUV�HPRWLRQDOO\�UHVSRQG�WR�WKH�VLPXODWHG�YLROHQFH�DQG�
intimacy, therefore the theatrical intimacy training allowed me 
WR�LQYHVW�P\VHOI�LQ�WKH�VFHQH��ZLWKRXW�WKH�PHQWDO�URDGEORFN�RI�
fear for my fellow actor. As actors we have an obligation to our 
art, but also to our fellow professionals to maintain a safe envi-
ronment for all performers in all performances.
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:KLOH�ZH�GLG�QRW�H[SOLFLWO\�WDON�VWXGHQWV�WKURXJK�RXU�LGHDV�WKDW�WKHDWULFDO�LQWLPDF\�
protocols assist an ethical approach to theatre training, students on their own re-
DOL]HG�WKH�HWKLFDO�FRQFHUQ�IRU�RWKHUV�LQKHUHQW�LQ�ERXQGDU\�VHWWLQJ�H[HUFLVHV��)RU�
H[DPSOH��D�VWXGHQW�UHÀHFWHG��

(YHQ�LI�D�GLUHFWRU�GRHV�QRW�XVH�>WKHDWULFDO�LQWLPDF\�SURWRFROV@�WR�
EORFN�LQWLPDWH�RU�YLROHQW�PRPHQWV��,�ZLOO�WDNH�LW�XSRQ�P\VHOI�WR�
LQFRUSRUDWH�P\�WUDLQLQJ��7KLV�ZRXOG�LQFOXGH�DVNLQJ�LI�P\�SDUW-
ner has any fences or areas where they are not comfortable with 
PH�PDNLQJ�FRQWDFW�ZLWK��RU�DVNLQJ�WR�FUHDWH�D�FKRUHRJUDSKHG�
VHTXHQFH�IRU�D�SDUWLFXODU�PRPHQW��7KHUH�LV�QR�KDUP�LQ�DVNLQJ�WR�
WDNH�WLPH�WR�PDNH�VXUH�HYHU\RQH�LV�FRPIRUWDEOH��

These responses from students demonstrate how teaching theatrical intimacy pro-
WRFROV�HQJDJHG�WKHLU�WKLQNLQJ�DERXW�HWKLFDO�REOLJDWLRQV�WR�RWKHUV�

A Cultural Shift in Theatre Training
$IWHU�LQWHJUDWLQJ�WKH�ZRUN�RI�WKHDWULFDO�LQWLPDF\�LQWR�WKH�UHKHDUVDO�KDOO��ZH�

recognized that practices of staging intimacy and violence could also be useful in 
the acting classroom. By introducing boundary exercises to the acting classroom 
SULRU�WR�VFHQH�ZRUN��ZH�HQFRXUDJHG�VWXGHQWV�WR�XVH�WKHDWULFDO�LQWLPDF\�SUDFWLFHV�
LQ� WKHLU� OHDUQLQJ� SURFHVV� DQG� KRPHZRUN� DVVLJQPHQWV�� %HFDXVH� VWXGHQWV� RIWHQ�
rehearse scenes without faculty or peers present, they may need safeguards to 
protect emotional health. Noble notes the need for such guidelines in actor train-
LQJ��ZULWLQJ�WKDW�KH�KDV�³VSRNHQ�ZLWK�IDU�WRR�PDQ\�VWXGHQWV�ZKR��DW�RQH�WLPH�RU�
DQRWKHU��KDYH�IHOW�XQFRPIRUWDEOH�ÀHVKLQJ�RXW�VXFK�D�VFHQH��:KHWKHU�LW�ZDV�D�ORYH�
scene that, out of necessity, was rehearsed in a dorm room or apartment, or a vio-
OHQW�VFHQH�UHKHDUVHG�ZLWKRXW�DQ\�WHFKQLTXH��JXLGHOLQHV�RU�VDIHW\�QHW�´���:LWK�WKLV�
LQ�PLQG��ZH�HVWDEOLVKHG�VRPH�EDVLF�JXLGHOLQHV�IRU�WKH�DFWLQJ�FODVV��)LUVW��PRPHQWV�
RI� LQWLPDF\�DQG�YLROHQFH�DUH�QRW� WR�EH�ZRUNHG�RU�UXQ� LQ�UHKHDUVDOV�ZKHUH�RQO\�
WKH�VFHQH�SDUWQHUV�DUH�SUHVHQW��EXW�LQVWHDG�DFWRUV�VKRXOG�XVH�SODFHKROGHUV�WR�PDUN�
those moments. Second, students can partner with another group or use teaching 
DVVLVWDQWV�RU�WKH�LQVWUXFWRU�WR�ZRUN�RQ�LQWLPDF\�RU�YLROHQFH�GXULQJ�UHKHDUVDOV�WKDW�
occur outside of class. These guidelines reinforce the ethical obligation to scene 
SDUWQHUV�LQKHUHQW�LQ�WKHDWULFDO�LQWLPDF\�ZRUN�

Although these basic guidelines encourage awareness and accountability 
about intimacy and violence, we advocate for continuous conversation in the act-
LQJ�FODVV�DERXW�PDQDJLQJ�SHUVRQDO�ERXQGDULHV��2QH�ZD\�WR�GR�WKLV�LV�WR�XVH�WKH�
process of de-roling��D�V\VWHPDWLF�DSSURDFK�EDVHG�RQ�WKH�ZRUN�RI�$XJXVWR�%RDO�
WKDW�LQYROYHV�VWHSSLQJ�RXW�RI�VFHQH�ZRUN�DQG�WKH�ZRUOG�RI�WKH�SOD\�DQG�UHHQWHU-
LQJ� WKH� HYHU\GD\�ZRUOG� RI� WKH� DFWRU�� ,Q� WKHDWULFDO� LQWLPDF\�ZRUNVKRSV��5LNDUG�
explains how she developed this practice while in graduate school as a way to 
reinforce boundaries between self and character, real life and dramatic circum-
VWDQFHV��0DQ\�SURIHVVLRQDO�DFWRUV�GHYHORS�WKHLU�RZQ�GH�UROLQJ�SUDFWLFHV�RYHU�WKH�
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course of their career through post-show rituals or social bonding outside of the 
theatre, but our student actors tell us that they have little experience shifting out 
RI�WKH�ZRUOG�RI�WKH�SOD\��1RZ�WKH\�¿QG�5LNDUG¶V�VWHS�E\�VWHS�GH�UROLQJ�SUDFWLFH�
YHU\�XVHIXO��'H�UROLQJ��ZKLFK�WDNHV�SODFH�DW�WKH�HQG�RI�UHKHDUVDO��DVNV�VWXGHQWV�WR�
articulate the embodied actions of the character in pursuit of the objective and to 
GHVFULEH� WKH� WHFKQLTXHV�XVHG� WR� DFKLHYH� WKHP��$UWLFXODWLQJ� WKH� WHFKQLTXHV� WKH\�
used in rehearsal helps to remind student actors of the boundary between actor 
and role, and also serves to reinforce our acting pedagogy. Through this process, 
WKH�VWXGHQW�SUDFWLFHV�WKHLU�DFWLQJ�WHFKQLTXH�ZKLOH�DOVR�GHYHORSLQJ�DJHQF\�WR�WDNH�
responsibility for their boundaries and the boundaries of their partner. 

(YHQ�WKRXJK�RXU�XQGHUJUDGXDWH�VWXGHQWV�KDYH�QRW�EHHQ�SHUIRUPLQJ�RU�ZRUN-
ing in the entertainment industry long, their experiences with blurred boundar-
LHV�DQG�SRZHU�KLHUDUFKLHV�PDNH�WKHP�ZHOO�DZDUH�RI�WKH�SRWHQWLDO�IRU�DFWLQJ�DQG�
theatre training to precipitate emotional crises, and the need to safeguard physical 
DQG�HPRWLRQDO�KHDOWK��$�FXOWXUDO�FKDQJH�LQ� WKHDWUH� WUDLQLQJ�LV�UHTXLUHG��DQG�RXU�
VWXGHQWV�DOUHDG\�VHH�WKHDWULFDO�LQWLPDF\�SURWRFROV�DV�SDUW�RI�WKDW�FKDQJH��)RU�H[-
ample, one student, who is training in theatrical intimacy and hopes to use these 
SUDFWLFHV�LQ�D�FDUHHU�LQ�ERWK�WKHDWUH�DQG�¿OP��UHÀHFWHG��

>7KHDWULFDO� LQWLPDF\@� LV�PRUH� WKDQ�FKRUHRJUDSK\�EXW� UDWKHU��D�
FKDQJH�LQ�FXOWXUH��)URP�WKH�DFWXDO�FKRUHRJUDSK\�WR�WKH�SK\VLFDO�
boundary establishment exercise, theatrical intimacy education 
opens a healthy dialogue that more content creators should be 
having. It is about establishing new boundaries in the entertain-
PHQW�LQGXVWU\�WR�NHHS�HYHU\RQH�IURP�D�UHKHDUVDO�KDOO�WR�D�VWDJH�
to a set safe and comfortable. 

$V�ZH�HQJDJH�VWXGHQWV�LQ�WKH�ZRUN�RI�LQWLPDF\�SUDFWLFH�DQG�WKH�ODQJXDJH�RI�FRQ-
VHQW�DQG�ERXQGDULHV��ZH�HQFRXUDJH� WKHP�WR�XQGHUWDNH�GHHSHU�FULWLFDO� UHÀHFWLRQ�
about their own embodiment of physical and psychological experiences, and 
DERXW�WKH�NLQG�RI�WKHDWULFDO�H[SHULHQFHV�WKH\�ZDQW�WR�KDYH�LQ�WKH�IXWXUH��6HWRQ�VXJ-
JHVWV�WKDW�³HWKLFDO�DQG�VXVWDLQDEOH�SUDFWLFHV�EXLOW�LQ�WUDLQLQJ�ZLOO�ÀRZ�WKURXJK�WR�
ethical and sustainable practices in actor employment.”���:KLOH�WKH�XOWLPDWH�JRDO�
is a cultural shift toward ethical practice in the entertainment industry at large, 
WKHDWUH�HGXFDWRUV�ZKR�HQJDJH�LQ�WKHDWULFDO�LQWLPDF\�ZRUN�LQ�D�VSLULW�RI�H[SORUDWLRQ�
DQG�LQTXLU\�ZLOO�GLVFRYHU�PHDQLQJIXO�RXWFRPHV�IRU�VWXGHQWV�DQG�LQVWUXFWRUV�DOLNH��

Notes

����Saturday Night Live��³&XW�IRU�7LPH��&DVW�/LVW�´�<RX7XEH��1RYHPEHU�����������KWWSV���ZZZ�
\RXWXEH�FRP�ZDWFK"Y 9H�NPG+7<���

����Saturday Night Live��³&XW�IRU�7LPH�´
����'DQ�0H\HU��³:DWFK�:LOO�)HUUHOO�3OD\�D�7HUULI\LQJ�+LJK�6FKRRO�'UDPD�7HDFKHU�RQ�Saturday 

Night Live,” Playbill��1RYHPEHU�����������KWWS���ZZZ�SOD\ELOO�FRP�DUWLFOH�ZDWFK�ZLOO�IHUUHOO�SOD\�D�
terrifying-high-school-drama-teacher-on-saturday-night-live.

����6X]DQQH�%XUJR\QH��.DUHQ�3RXOLQ��DQG�$VKOH\�5HDUGHQ��³7KH�,PSDFW�RI�$FWLQJ�RQ�6WXGHQW�
$FWRUV��%RXQGDU\�%OXUULQJ��*URZWK��DQG�(PRWLRQDO�'LVWUHVV�´�Theatre Topics����QR����������������
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5.  Tzachi Zamir, Acts: Theater, Philosophy, and the Performing Self��$QQ�$UERU��8QLYHUVLW\�RI�
0LFKLJDQ�3UHVV��������������

����0DUN�&DULVWRQ�6HWRQ��³7UDXPDV�RI�$FWLQJ�3K\VLFDO�DQG�3V\FKRORJLFDO�9LROHQFH��+RZ�)DFW�
DQG�)LFWLRQ�6KDSH�%RGLHV�IRU�%HWWHU�RU�:RUVH�´�Performing Ethos: International Journal of Ethics in 
Theatre & Performance����QR����������������KWWSV���GRL�RUJ���������SHHW�������B��

����)RU�DQ�LQWURGXFWLRQ�WR�WKHDWULFDO�LQWLPDF\�SUDFWLFHV��VHH�.DWH�%XVVHOOH��³:KHQ�WKH�3UREOHP�
LV� 3HUVRQDO��:RUNLQJ� RQ�1DRPL� ,L]XND¶V�Good Kids as a Sexual Assault Survivor,” Fight Master 
���� QR�� �� �������� �±���� .DWH� %XVVHOOH�� +HDUWODQG� ,QWLPDF\� 'HVLJQ� DQG� 7UDLQLQJ� KWWSV���ZZZ�
KHDUWODQGLQWLPDF\GHVLJQ�FRP���,QWLPDF\�'LUHFWRUV�,QWHUQDWLRQDO��³7KH�3LOODUV�´��KWWSV���ZZZ�WHDPLGL�
RUJ�WKHDWUH��$GDP�1REOH��³6H[�DQG�9LROHQFH��3UDFWLFDO�$SSURDFKHV�IRU�'HDOLQJ�ZLWK�([WUHPH�6WDJH�
Physicality,” Fight Master�����QR��������������±����&KHOVHD�3DFH��Staging Sex: Best Practices, Tools, 
and Techniques for Theatrical Intimacy��1HZ�<RUN��5RXWOHGJH��IRUWKFRPLQJ���&DUH\�3XUFHOO��³,QWLPDWH�
([FKDQJHV��6H[�6FHQHV�5HTXLUH�DV�0XFK�&DUHIXO�&KRUHRJUDSK\�DV�)LJKWV�RU�'DQFHV��(VSHFLDOO\�LQ�
WKH��0H7RR�(UD�´�American Theatre��2FWREHU�����������KWWSV���ZZZ�DPHULFDQWKHDWUH�RUJ������������
LQWLPDWH�H[FKDQJHV���7RQLD�6LQD��³6DIH�6H[��$�/RRN�DW�WKH�,QWLPDF\�&KRUHRJUDSKHU�´�Fight Master 
����QR��������������±����DQG�7KHDWULFDO�,QWLPDF\�(GXFDWLRQ��KWWSV���ZZZ�WKHDWULFDOLQWLPDF\HG�FRP�.

��� �5RVV� 3ULRU�� ,DQ�0D[ZHOO��0DULDQQD�6]DEy�� DQG�0DUN�6HWRQ�� ³5HVSRQVLEOH�&DUH� LQ�$FWRU�
7UDLQLQJ��(൵HFWLYH�6XSSRUW�IRU�2FFXSDWLRQDO�+HDOWK�7UDLQLQJ�LQ�'UDPD�6FKRROV�´�Theatre, Dance, and 
Performance Training����QR����������������KWWS���GRL�RUJ������������������������������

����5RVHPDU\�0DODJXH��An Actress Prepares: Women and the Method��1HZ�<RUN��5RXWOHGJH��
�����������HPSKDVLV�LQ�RULJLQDO��6HH�DOVR�(OOHQ�'RQNLQ�DQG�6XVDQ�&OHPHQW�RQ�WKH�GHVLUH�WR�SOHDVH�DQG�
EH�SOHDVLQJ�LQ�³(GLWRUV¶�,QWURGXFWLRQ�´�Upstaging Big Daddy: Directing Theater as if Gender and Race 
Matter��HG��(OOHQ�'RQNLQ�DQG�6XVDQ�&OHPHQW��$QQ�$UERU��8QLYHUVLW\�RI�0LFKLJDQ�3UHVV�����������

�����$PDQGD�+HVV��³&ULWLF¶V�1RWHERRN��+RZ�WKH�0\WK�RI�WKH�$UWLVWLF�*HQLXV�([FXVHV�WKH�$EXVH�
RI�:RPHQ�´�New York Times��1RYHPEHU�����������KWWSV���ZZZ�Q\WLPHV�FRP������������DUWV�VH[XDO�
harassment-art-hollywood.html.

�����'LHS�7UDQ��³8QPX൷LQJ�D�&XOWXUH�RI�6LOHQFH�´�American Theatre��'HFHPEHU��������� KWWSV���
ZZZ�DPHULFDQWKHDWUH�RUJ������������XQPX൷LQJ�D�FXOWXUH�RI�VLOHQFH��

���� � 0DUN� &DULVWRQ� 6HWRQ�� ³7KH� (WKLFV� RI� (PERGLPHQW�� $FWRU� 7UDLQLQJ� DQG� +DELWXDO�
9XOQHUDELOLW\�´�Performing Ethos: International Journal of Ethics in Theatre & Performance����QR����
�����������KWWSV���GRL�RUJ���������SHHW������B��

�����&KHOVHD�3DFH��Staging Sex: Best Practices, Tools, and Techniques for Theatrical Intimacy 
�1HZ�<RUN��5RXWOHGJH��IRUWKFRPLQJ���SDUW��������HPSKDVLV�LQ�RULJLQDO��

���� � 7KHVH� PRYHPHQWV� IDFLOLWDWHG� SXEOLF� GLVFXVVLRQV� RI� VH[XDO� KDUDVVPHQW� DQG� DEXVH� ZKLOH�
KLJKOLJKWLQJ� WKH� H[SHULHQFHV� DQG� FRQFHUQV� RI� VXUYLYRUV�� 6XUYLYRUV� RI� DEXVH� LQ� &KLFDJR¶V� WKHDWUH�
FRPPXQLW\�VKDUHG�WKHLU�H[SHULHQFHV�RQOLQH�LQ�������UHVXOWLQJ�LQ�WKH�IRUPDWLRQ�RI�WKH��1RW,Q2XU+RXVH�
PRYHPHQW� WR� HVWDEOLVK� FRPPXQLW\� FRGHV� RI� FRQGXFW� WR� ¿JKW� KDUDVVPHQW�� )RU� DQ� LQWURGXFWLRQ� WR�
�1RW,Q2XU+RXVH�� VHH� 5XWK� /RSH]�� ³1RW� LQ� 2XU� 7KHDWUH�� 7KH� )LJKW� DJDLQVW� 6H[XDO� +DUDVVPHQW�´�
American Theatre��-DQXDU\�����������KWWSV���ZZZ�DPHULFDQWKHDWUH�RUJ������������QRW�LQ�RXU�WKHDWUH�
WKH�¿JKW�DJDLQVW�VH[XDO�KDUDVVPHQW���7KH� IHPLQLVW� DFWLYLVW�7DUDQD�%XUNH� ¿UVW� IRXQGHG� WKH�0H�7RR�
0RYHPHQW�LQ������WR�VXSSRUW�VXUYLYRUV�RI�VH[XDO�YLROHQFH��7KH�YLUDO�VSUHDG�RI��0H7RR�RQ�VRFLDO�PHGLD�
LQ�2FWREHU�������SDUWO\�LQ�UHVSRQVH�WR�DOOHJDWLRQV�RI�DEXVH�E\�WKH�¿OP�SURGXFHU�+DUYH\�:HLQVWHLQ��
UHYHDOHG�H[WHQVLYH� VH[XDO�KDUDVVPHQW�DQG�DEXVH� LQ� WKH�HQWHUWDLQPHQW� LQGXVWU\��)RU� DQ� LQWURGXFWLRQ�
WR��0H7RR��VHH�³$ERXW�´�Me Too Movement��������KWWSV���PHWRRPYPW�RUJ�DERXW��KLVWRU\��6WHIDQLH�
0DL\D� /HKPDQQ� DQG�&HOHVWH�0RUULV�� ³)DFLQJ� �DQG� )L[LQJ�� WKH� 3UREOHP� RI� 6H[XDO�+DUDVVPHQW� LQ�
Theatre,” Southern Theatre�����QR�������������±����DQG�$EE\�2KOKHLVHU��³�0H7RR�0DGH�WKH�6FDOH�
RI�6H[XDO�$EXVH�*R�9LUDO��%XW�,V�,W�$VNLQJ�7RR�0XFK�RI�6XUYLYRUV"´�Washington Post��2FWREHU�����
������KWWSV���ZZZ�ZDVKLQJWRQSRVW�FRP�QHZV�WKH�LQWHUVHFW�ZS������������PHWRR�PDGH�WKH�VFDOH�RI�
VH[XDO�DEXVH�JR�YLUDO�EXW�LV�LW�DVNLQJ�WRR�PXFK�RI�VXUYLYRUV�.

�����6HWRQ��³7KH�(WKLFV�RI�(PERGLPHQW�´���
���� �%XUJR\QH�� 3RXOLQ�� DQG�5HDUGHQ�� ³7KH� ,PSDFW� RI�$FWLQJ�´� ����� 6HH� DOVR�5REHUW�%DUWRQ��

“Therapy and Actor Training,” Theatre Topics� ��� QR�� �� �������� ���±���� KWWSV���GRL�RUJ���������
WW�����������

���� �³&DPSXV�6H[XDO�9LROHQFH�6WDWLVWLFV�´�5$,11�RUJ��������KWWSV���ZZZ�UDLQQ�RUJ�VWDWLVWLFV�
campus-sexual-violence.

���� �%XVVHOOH�� ³:KHQ� WKH�3UREOHP� LV�3HUVRQDO�´����&KULVWLQ�(VVLQ�� ³3URYRNHG�DQG�7ULJJHUHG��
&RQWHQW� :DUQLQJV� DQG� 6WXGHQW� 6SHFWDWRUV�´� HowlRound�� -XO\� ���� ������ KWWSV���KRZOURXQG�FRP�
SURYRNHG�DQG�WULJJHUHG�

�����)RU�SUDFWLFDO�GLVFXVVLRQV�RI�WULJJHU�DQG�FRQWHQW�ZDUQLQJV�UHODWHG�WR�DXGLHQFH�H[SHULHQFHV�
LQ� WKH� WKHDWUH�� VHH� (VVLQ�� ³3URYRNHG� DQG� 7ULJJHUHG�´� DQG� 6\GQH\� ,VDEHOOH� 0D\HU�� ³5HVSRQVLEOH�
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7KHDWUHPDNLQJ��&RQWHQW�:DUQLQJV�DQG�%H\RQG�´�HowlRound��0D\�����������KWWSV���KRZOURXQG�FRP�
UHVSRQVLEOH�WKHDWUHPDNLQJ��)RU�D�SUDFWLFDO�GLVFXVVLRQ�RI�KRZ�WR�EH�DWWHQWLYH�WR�SRWHQWLDOO\�WULJJHULQJ�
PDWHULDO� LQ� WKH� UHKHDUVDO� URRP�� VHH�$PHOLD�3DUHQWHDX�� ³+RZ�DQ�(',�$GYRFDWH�&DQ� ,PSURYH�<RXU�
5HKHDUVDO�´� American Theatre�� -DQXDU\� ���� ������ KWWSV���ZZZ�DPHULFDQWKHDWUH�RUJ������������
WULJJHU�ZDUQLQJV�DUH�QRW�HQRXJK�ZK\�\RX�QHHG�DQ�HGL�DGYRFDWH��

�����6HWRQ��³7UDXPDV�RI�$FWLQJ�3K\VLFDO�DQG�3V\FKRORJLFDO�9LROHQFH�´����
�����1LFKRODV�5LGRXW��Theatre & Ethics��1HZ�<RUN��3DOJUDYH�0DF0LOODQ�����������
�����5LGRXW��Theatre & Ethics�����
�����5LGRXW�����
�����3KLOOLS�=DUULOOL��³7RZDUG�DQ�,QWHUVXEMHFWLYH�(WKLFV�RI�$FWLQJ�DQG�$FWRU�7UDLQLQJ�´�LQ�Ethics 

and the Arts��HG��3DXO�0DFQHLOO��'RUGUHFKW��1HWKHUODQGV��6SULQJHU��������������GRL����������������
����������B���

�����(PPDQXHO�/HYLQDV��7RWDOLW\�DQG�,Q¿QLW\��$Q�(VVD\�RQ�([WHULRULW\��WUDQV��$OSKRQVR�/LQJLV�
�3LWWVEXUJK��3$��'XTXHVQH�8QLYHUVLW\�3UHVV���������DQG�³(WKLFV�DV�)LUVW�3KLORVRSK\�´�WUDQV��6HiQ�+DQG�
DQG�0LFKDHO�7HPSOH��LQ�The Levinas Reader��HG��6HiQ�+DQG��0DOGHQ��0$��%ODFNZHOO�����������±���

�����/HYLQDV��7RWDOLW\�DQG�,Q¿QLW\������
���� �$ODQ�5HDG��Theatre and Everyday Life: An Ethics of Performance� �/RQGRQ��5RXWOHGJH��

���������
���� �6WDQWRQ�%��*DUQHU��Kinesthetic Spectatorship in the Theatre: Phenomenology, Cognition, 

Movement��%DVLQJVWRNH��8.��3DOJUDYH�0DFPLOODQ�������������
�����*DUQHU��Kinesthetic Spectatorship������
�����6RPH�VFKRODUV�DUJXH�WKDW�WKH�HWKLFDO�UHODWLRQVKLS�IDFLOLWDWHG�E\�WKHDWUH�FDQ�WUDLQ�SDUWLFLSDQWV�

LQ�HPSDWK\��)RU�VFKRODUVKLS�WKDW�PDNHV�WKH�DUJXPHQW� WKDW�DFWRU� WUDLQLQJ�FDQ�FXOWLYDWH�HPSDWK\��VHH�
&ROHWWH�/��5DELQ��³7KH�7KHDWUH�$UWV�DQG�&DUH�(WKLFV�´�Youth Theatre Journal�����QR���������������±����
KWWSV���GRL�RUJ����������������������������DQG�6XVDQ�9HUGXFFL��³$�0RUDO�0HWKRG"�7KRXJKWV�RQ�
&XOWLYDWLQJ�(PSDWK\�WKURXJK�0HWKRG�$FWLQJ�´�Journal of Moral Education�����QR��������������±����
KWWSV���GRL�RUJ������������������������.

�����-DPHV�7KRPSVRQ��3HUIRUPDQFH�$ৼHFWV��$SSOLHG�7KHDWUH�DQG�WKH�(QG�RI�(ৼHFW��%DVLQJVWRNH��
8.��3DOJUDYH�0DF0LOODQ������������±���

���� �7KH� D൵HFWLYH� SRVVLELOLW\� RI� WKHDWUH¶V� HWKLFDO� UHODWLRQVKLS�ZLWK� WKH�2WKHU� KDV� HQFRXUDJHG�
investigations into the ethical dimensions of spectatorship and reception. This research lies outside 
WKH�VFRSH�RI�WKLV�DUWLFOH¶V�H[SORUDWLRQ�RI�HWKLFDO�DFWLQJ�WUDLQLQJ�UHODWHG�WR�WKHDWULFDO�LQWLPDF\��KRZHYHU��
ZH�DFNQRZOHGJH�WKDW�LW�FDQ�EH�XVHIXO�IRU�FRQVLGHULQJ�WKH�HWKLFV�RI�VSHFWDWRUVKLS�LQ�WKH�DFWLQJ�VWXGLR��
)RU�GLVFXVVLRQV�RI�WKH�HWKLFV�RI�VSHFWDWRUVKLS��SDUWLFXODUO\�WKH�ZLWQHVVLQJ�RI�WUDXPD��VHH�7RP�%XUYLOO��
³µ3ROLWLFV�%HJLQV�DV�(WKLFV¶��/HYLQDVLDQ�(WKLFV�DQG�$XVWUDOLDQ�3HUIRUPDQFH�&RQFHUQLQJ�5HIXJHHV�´�
Research in Drama Education�����QR���������������±����KWWSV���GRL�RUJ����������������������������
/LVD� )LW]SDWULFN�� ³7KH� 3HUIRUPDQFH� RI� 9LROHQFH� DQG� WKH� (WKLFV� RI� 6SHFWDWRUVKLS�´� Performance 
Research� ���� QR�� �� �������� ��±���� KWWSV���GRL�RUJ������������������������������� $QQD� +DUSLQ��
“Intolerable Acts,” Performance Research�����QR���������������±����KWWSV���GRL�RUJ����������������
���������������$GULDQ�.HDU��³7URXEOHVRPH�$PDWHXUV��7KHDWUH��(WKLFV��DQG�WKH�/DERXU�RI�0LPHVLV�´�
Performance Research� ���� QR�� �� �������� ������� KWWSV���GRL�RUJ������������������������������
��� -XOLH� 6DOYHUVRQ�� ³7DNLQJ�/LEHUWLHV��$�7KHDWUH�&ODVV� RI� )RROLVK�:LWQHVVHV�´�Research in Drama 
Education�����QR���������������±����KWWSV���GRL�RUJ����������������������������.HQ�8UEDQ��³$Q�
(WKLFV�RI�&DWDVWURSKH��7KH�7KHDWUH�RI�6DUDK�.DQH�´�PAJ: A Journal of Performance and Art ����QR����
����������±����KWWSV���ZZZ�MVWRU�RUJ�VWDEOH���������

���� � 1LFKRODV� 5LGRXW�� Stage Fright, Animals, and Other Theatrical ProblemV� �&DPEULGJH��
&DPEULGJH�8QLYHUVLW\�3UHVV�������������

�����6DOO\�%DLOH\�DQG�3DLJH�'LFNLQVRQ��³*HQHUDWLQJ�(WKLFV�DQG�6RFLDO�-XVWLFH�LQ�$SSOLHG�7KHDWUH�
&XUULFXOD�´� LQ�New Directions in Teaching Theatre Arts�� HG��$QQH� )OLRWVRV� DQG� *DLO� 6��0HGIRUG�
�/RQGRQ��3DOJUDYH�0DF0LOODQ��������������KWWSV���GRL�RUJ��������������������������B���

�����%DLOH\�DQG�'LFNLQVRQ��³*HQHUDWLQJ�(WKLFV�´�����
36.  Quoted in Seton, “Ethics of Embodiment,” 6.
�����86�'HSDUWPHQW�RI�+HDOWK��(GXFDWLRQ��DQG�:HOIDUH��The Belmont Report: Ethical Principles 

and Guidelines for the Protection of Human Subjects Research��8QLWHG�6WDWHV�'HSDUWPHQW�RI�+HDOWK�
DQG�+XPDQ�6HUYLFHV�� ������� �±��� KWWSV���ZZZ�KKV�JRY�RKUS�UHJXODWLRQV�DQG�SROLF\�EHOPRQW�UHSRUW�
index.html.

�����1RW,Q2XU+RXVH�RUJ��Chicago Theatre Standards��������KWWSV���ZZZ�QRWLQRXUKRXVH�RUJ�ZS�
FRQWHQW�XSORDGV�&KLFDJR�7KHDWUH�6WDQGDUGV����������SGI.

�����/RSH]��³1RW�LQ�2XU�7KHDWUH�´
�����/HYLQDV��7RWDOLW\�DQG�,Q¿QLW\�����
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���� � 5XEpQ� $�� *D]WDPELGH�)HUQiQGH]�� ³'HFRORQL]DWLRQ� DQG� WKH� 3HGDJRJ\� RI� 6ROLGDULW\�´�
Decolonization: Indigeneity, Education & Society����QR����������������KWWSV���MSV�OLEUDU\�XWRURQWR�FD�
LQGH[�SKS�GHV�DUWLFOH�YLHZ�������

���� �6KDURQ�7RGG��³µ%ULQJLQJ�0RUH� WKDQ� ,�&RQWDLQ¶��(WKLFV��&XUULFXOXP�DQG� WKH�3HGDJRJLFDO�
'HPDQG� IRU� $OWHUHG� (JRV�´ Journal of Curriculum Studies ���� QR�� �� �������� ����� KWWSV���GRL�
RUJ����������������������������

�����6HWRQ��³7KH�(WKLFV�RI�(PERGLPHQW�´����=DPLU��Acts�����±����
44.  Zamir, Acts�������HPSKDVLV�LQ�RULJLQDO�
�����6HWRQ��³7KH�(WKLFV�RI�(PERGLPHQW�´����
�����(OL]DEHWK�%UHQGHO�+RUQ��³$QG�VR�6KH�3OD\V�+HU�3DUW��$Q�$XWRHWKQRJUDSKLF�([SORUDWLRQ�RI�

%RG\�,PDJH��&RQVHQW��DQG�WKH�<RXQJ�$FWRU�´�Youth Theatre Journal��-XO\�����������KWWSV���GRL�RUJ���
����������������������������

47.  Pace, Staging Sex��SDUW������
�����3DWV\�5RGHQEXUJ��The Right to Speak: Working with the Voice��1HZ�<RUN��5RXWOHGJH��������

87. 
���� � $QQ� -�� &DKLOO� DQG� &KULVWLQH� +DPHO�� ³7RZDUG� ,QWHUYRFDOLW\�� /LQNODWHU�� WKH� %RG\�� DQG�

&RQWHPSRUDU\�)HPLQLVW�7KHRU\�´�Voice and Speech Review�����QR�����������������KWWSV���GRL�RUJ�����
��������������������������

�����&DKLOO�DQG�+DPHO��³7RZDUG�,QWHUYRFDOLW\�´�����
���� �6X]DQQH�%XUJR\QH�'LHFNPDQ��³$�&UXFLEOH� IRU�$FWRUV��4XHVWLRQV�RI�'LUHFWRULDO�(WKLFV�´�

Theatre Topics ���QR���������������KWWSV���GRL�RUJ���������WW�����������
���� � 'DYLG� .UDVQHU�� ³,� +DWH� 6WUDVEHUJ�� 0HWKRG� %DVKLQJ� LQ� $FDGHPLD�´� LQ� Method Acting 

Reconsidered: Theory, Practice, Future�� HG��'DYLG�.UDVQHU� �1HZ�<RUN��6W��0DUWLQ¶V�3UHVV�� �������
����7KH�0HWKRG�H[SORUHG�E\�.UDVQHU� LQFOXGHV� WKHRULHV� DQG�SUDFWLFHV�GHYHORSHG�E\�/HH�6WUDVEHUJ��
6WHOOD�$GOHU�� DQG�6DQIRUG�0HLVQHU��:KLOH� WKRVH� WHDFKHUV�ZRXOG�KDYH� WDNHQ�SDUWLFXODU� H[FHSWLRQ� WR�
EH�LQFOXGHG�LQ�D�VLQJXODU�DSSURDFK��.UDQVHU¶V�LQFOXVLRQ�RI�WKH�ZRUN�RI�WKHVH�WKUHH�UHFRJQL]HV�DFWLQJ�
DSSURDFKHV�GHYHORSHG�IURP�6WDQLVODYVNL¶V�V\VWHP�LQ�WKH�HDUO\�WZHQWLHWK�FHQWXU\��)RU�IXUWKHU�UHDGLQJ�RQ�
WKH�SHGDJRJLFDO�SKLORVRSKLHV�RI�WKRVH�WHDFKHUV��WKHRUHWLFDO�GLVFXVVLRQV�RI�0HWKRG��DQG�WKH�DSSOLFDWLRQV�
RI�WHFKQLTXHV��VHH�'DYLG�.UDVQHU��HG���Method Acting Reconsidered: Theory, Practice, Future (New 
<RUN��6W��0DUWLQ¶V�3UHVV��������
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