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Author’s Note

The stories in this book are drawn from my years working in community theatre. The emotions are real. The lessons are true. But names have been changed, productions have been conflated, and certain theatrical disasters have been exaggerated for dramatic effect (which is, after all, what theatre people do best). If you recognize yourself in these pages, know that you are part of a universal experience. We’ve all stood in the wings, terrified and ready. This book is for everyone who has ever had to perform while the world was falling apart.




The Monologue (Drafting Your Narrative)


The Scene: The Director’s Cut

The theatre smelled of stale coffee, sawdust, and the peculiar, metallic tang of an overheating lighting grid. It was 10:00 PM on a Tuesday, and I was nineteen years old, standing center stage in a black box theatre that felt less like a performance space and more like an interrogation room.

I was mid-monologue, pouring my heart out. Tears were streaming down my face. I was giving it everything I had, vibrating with the sheer intensity of my own emotions. I felt raw. I felt brilliant.

“Stop,” a voice boomed from the darkness of the house.

The single ghost light in my mind flickered out. I froze, wiping a mixture of snot and tears from my upper lip. “I’m sorry?”

The director walked out of the shadows, a formidable figure in a worn leather jacket. He didn’t look impressed. He looked bored.

“You’re indulging yourself,” he said, climbing the steps to the stage. “You’re crying, you’re shouting, you’re making a magnificent display of your feelings. But I don’t believe a word of it.”

“But I’m feeling it,” I protested. “The character is devastated. He’s heartbroken.”

“I don’t care what he is,” he snapped. “I care what she wants. You’re standing there playing an adjective. You’re playing ‘sad.’ You cannot act an adjective. You can only act a verb. So tell me: What are you trying to do to the person you’re talking to? Do you want to hurt them? Do you want to beg them? Do you want to force them to love you?”

I stared at him, the silence stretching out like a rubber band about to snap. I realized I didn’t know. I was just swimming in a pool of generalized emotion, waiting for the audience to applaud my drowning.

“Go back to the start,” he said, turning his back. “And this time, don’t show me how you feel. Show me what you want.”



The Sequel: The Architecture of Desire

That night, walking home under the orange glow of streetlights, the question rattled around in my skull like a loose coin: What do you want?

In the theatre, this is known as the Objective. It is the engine of all drama. Without an objective, a character is just a collection of lines recited in a void. With an objective, they become a force of nature.

If you look at the structure of any great musical, the protagonist almost always declares their objective within the first fifteen minutes in an “I Want” song. Ariel wants to be where the people are. Hamilton is not throwing away his shot. They define the terms of their existence by defining their desire.

Yet, outside the rehearsal room, we rarely grant ourselves this clarity. We treat our lives the way I treated that monologue: we focus on states of being rather than actions. We say, “I want to be successful,” or “I want to be happy,” or “I want to be loved.”

But as my director pointed out, these are adjectives. You cannot wake up in the morning and do “happy.” You cannot punch a clock and do “successful.” These are byproducts, not actions. When we focus on the feeling we want to achieve rather than the action required to get there, we become reactive. We wait for the world to make us feel something.

In the theatre, a character who lacks a strong objective is called “passive,” and passive characters get cut from the script. To be the protagonist of your own life, you must move from the passive wish to the active pursuit. You must draft your monologue.



The Lesson: Scripting Your Super-Objective

To apply the discipline of the actor to the chaos of reality, we must learn to distinguish between a State of Being (the result) and an Action (the method).

Stanislavski, the father of modern acting, organized these desires into a hierarchy. At the top sits the Super-Objective. This is the overarching drive that propels a character through the entire play. For Hamlet, it might be “to avenge my father.” For you, it might be “to build a legacy of creative freedom.”

Beneath the Super-Objective are smaller Objectives for each scene, and beneath those are Beats—the individual moments of shifting tactics.

Here is how you stop playing adjectives and start acting verbs.


1. The Objective Audit

Most of us are walking around with a script full of vague hopes. We need to edit them into actable directions.

Take a piece of paper and write down three things you currently desire. Look at them closely. Are they passive states?


	Passive: “I want to be fit.”



	Passive: “I want a better relationship with my partner.”



	Passive: “I want to be respected at work.”



Now, translate them into Actions. An action must be something you can do to another person or your environment. It requires a transitive verb.


	Active: “To conquer my physical limitations through daily training.”



	Active: “To uncover my partner’s hidden needs through radical listening.”



	Active: “To command the room by preparing undeniable data.”



Notice the shift in energy? “Being fit” is a wish. “Conquering limitations” is a war. The theatre teaches us that specific agency creates energy. Generalization creates boredom.



2. Beats and Tactics

A monologue isn’t one long, screaming note. It is a series of Beats—shifts in thought and strategy. If you are trying to get a raise (Objective), and you just keep repeating “I want money” (Tactic 1), you will fail.

A skilled actor—and a skilled professional—changes tactics.


	Beat 1: To charm (You joke with the boss). That fails.

	Beat 2: To reason (You present your sales figures). That fails.

	Beat 3: To threaten (You imply you have other offers).



When you draft your life’s narrative, you must anticipate that your first tactic will fail. Resilience, in theatrical terms, is simply having a deep bag of tactics. When “asking nicely” doesn’t work, do you give up (drop the objective), or do you switch beats?



3. Agency and Intention

The “I Want” song is not just about greed or ambition; it is about Agency. It is the moment the character stops letting things happen to them and decides to make things happen.

In your daily life, you are constantly in scenes. You are in a scene with your barista, your spouse, your difficult colleague. Before you enter a room, ask yourself the question that stopped me dead in that black box theatre: What do I want from these people?

If you don’t know, you are just scenery. If you do know, you are the lead. The script isn’t written yet. But the monologue starts now. What do you want?




Next Step: Perform “The Objective Audit”.


To perform “The Objective Audit,” identify one area of your life where you feel “stuck” or passive and write down your current goal for it; cross it out if it is an adjective or a state of being, and rewrite it as an active verb representing something you can do today.







The Mask and the Method (Authenticity vs. Performance)


The Scene: The Neutral Mask

The room was silent, save for the rhythmic breathing of twelve students standing in a circle. We were in a movement studio with high ceilings and unforgiving mirrors. In the center of the room lay a pile of leather objects that looked uncomfortably like severed faces.

“Pick it up,” the instructor whispered. “Put it on. And disappear.”

These were “Neutral Masks”—featureless, beige leather visages designed to strip away all personality. No smiling, no frowning, no eyebrows raised in query. Just a blank slate.

I strapped the leather to my face. It smelled of sweat and old tannins. Immediately, panic set in. Without my smile, without my ability to nod eagerly to show I was listening, without the furrowed brow I used to project intelligence, I felt invisible. Or worse—exposed.

I walked across the room, trying to be “neutral.”

“Stop!” the instructor barked. “You’re projecting. You’re trying to be ‘interesting.’ You’re walking like a hero. Stop acting. Just walk.”

I tried again.

“No,” he sighed. “Now you’re walking like a victim. You’re apologizing for your space. Stop performing.”

I stood still, sweat pooling under the leather. I realized with a jolt of horror that I didn’t know how to not perform. Every gesture I owned—the tilt of my head, the slump of my shoulders, the quick, nervous laugh—was a calculated bit of stage business I had developed to survive the social world. I wasn’t a person; I was a collection





The Sequel: The Exhaustion of the Social Self









The Lesson: The Magic If and the Truth of the Method





1. The “Magic If”




	The Social Mask: You are terrified of a presentation, so you put on the “Fake Confidence” mask. You smile too much, your voice gets high and tight, and you feel like a fraud.

	The Magic If: You ask, “If I were the world’s leading expert on this specific topic, how would I stand?”






2. Authenticity vs. Politeness




	Social Survival: Trying to squash all these selves into one flat, polite “Nice Person” persona.

	The Method: Consciously choosing which aspect of your authentic self to release.






3. The Tag Test: Identifying the Performative Voice



	Listen to your own voice in high-stakes situations.

	Does your pitch go up? (The “Pleaser” mask)

	Do you use words you never use at home? (The “Intellectual” mask)

	Do you apologize before you speak? (The “Victim” mask)








Actionable Next Step: Perform a “Magic If” simulation.
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