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PORTRAYING BILL NORTH:  
The Naturalistic Touchstone in The Amish Project 

Tyler Michael Linke  

May 2016  

This thesis focuses on the challenges of a naturalistic portrayal of a character within the context 
of a highly-stylized play. In playing the character, Bill North, in Savannah College of Art and 

Design’s 2016 production of The Amish Project, I utilized acting methods, vocal techniques, and 
character development exercises to create a character that served as the stand-alone guide for the 
audience throughout the plot of the play, and unleashed unexpected emotional qualities within 

myself during the process.  

Keywords: naturalism, The Amish Project, Chekhov Psychological Gesture, Fitzmaurice Voice-
work®, image structuring 
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Introduction 

 One of the most powerful feats of theatre is the ability to convey abstract thoughts 

through temporal experiences shared by audiences. Everything an actor does in theatre is execut-

ed for the purpose of enlightening one group of people about the lives of others. This challenge is 

one that has given my growth as an actor meaning and motivation; it has fueled my passion to 

find and create characters that require me to spiritually and corporally mold myself into the actor 

that builds this empathetic relationship with the audience.  

 Since I began acting at the age of twelve, I have had a passion for portraying characters 

that occupy spaces in between the worlds of the play and the audience. They have the unique 

ability of directly addressing the audience one moment and then be absorbed back into the action 

of the play. These characters are like conduits that allow audiences to see the parallels between 

the action of play and events in their own lives, creating empathy as the audience begins to un-

derstand that the characters onstage are just as real as people in our world. Attending Savannah 

College of Art and Design (SCAD) to obtain my Masters of Fine Art in Performing Arts (M.F.A.) 

became my dream, as I began to find fulfillment as an actor. And The Amish Project, a play about 

the Nickel Mines shooting that occurred in an Amish schoolhouse featured Bill North who spoke 

to my desire to play a conduit-type character. By playing Bill North, I utilized the various acting 

methodologies learned during my time at SCAD to portray him with naturalistic realism in the 

context of a highly-stylized, fictitious retelling of a true event, to aid in accomplishing the play’s 

goal of enlightening an audience that was disconnected from the Amish and the tragedy that they 

experienced. 
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 Having a passion for playing these conduit characters is not enough though, it also takes a 

collection of technical skills. It is the harmony of both the passion and skills that make an actor 

successful in their craft. The need to further my skills brought me to graduate school. Intellectu-

ally, I was not done with the exploration that comes from being fostered in an academic setting: 

having goals, structure, breakthroughs, and setbacks over a safety net. I needed a place where I 

could continue to create without the fear of failure looming in my mind. Graduate school is a 

place where failure is an important aspect of learning. Just prior to attending SCAD, I had come 

to some awareness; I was more clearly able to define and understand who I was. It was an impor-

tant foundation for me, as an actor, since one must know oneself before they gain the ability to 

know others. 

 All of these life lessons and new realities were expanded upon during my time at SCAD. 

Professor Vivian Majkowski taught me that in order to go down the path of being comfortable in 

another character’s skin, I must first be comfortable in my own skin. The presence of doubts, 

fear, tensions, and anxiety must be released before the work of creation may begin. Professor 

Michael Wainstein showed me that the truth of any character lives within the actor; that the char-

acter is as much a piece of me as the character is a piece of the play. We, the actors, act as lens of 

interpretation for characters when we play them. Finally, Professor Mark Tymchyshyn allowed 

me to trust that I am enough. That who I am and what I bring to the mix of playing another hu-

man being is all that it takes in order to give them life. What makes a performance believable and 

real is the actor’s dedication to being present and bringing the honesty of who they are to their 

character. The growth is about getting to know oneself as well the character they are playing.  
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The Amish Project  

The Amish Project demanded the employment of all my technical acting skills. The skills that I 

worked to refine at SCAD helped me to tell the story of my character with accuracy and honesty 

while being a naturalistic character immersed in a high-style, anti-realistic play.  Playwright, Jes-

sica Dickey gave this forward about the fictitious and non-fictitious elements of the story:  

 The Amish Project is a fictitious exploration of a true event. I absorbed a great deal  

 about the Nickel Mines shooting just from watching the news when it occurred, and so in  

 preparation for writing the play I focused my attention on researching the Amish them 

 selves… I was highly aware through the entire process that somewhere out there are the  

 real people who went through this event —The characters in The Amish Project are  

 fictional, and should not be misconstrued as the real people. (Dickey 2) 

This play differs from others similar to it, with character monologues acting as testimonials to an 

event, such as Moises Kaufman’s The Laramie Project, in that the monologues were never actu-

ally spoken in reality. Instead, the words of the play are all the fictitious creation of Jessica Dick-

ey. By extension, my work would be the interpretation of a character as imagined by Jessica 

Dickey based on her interpretation of the real people involved in the actual event.  

 The Amish Project has a unique blend of surrealism with dreamlike appearances from 

characters no longer living, stark realism reflecting everyday conversation, and moments of lines 

being spoken by characters without them clearly talking to another person, similar to Expression-

ism. It encompasses all of these styles and shifts between them—quickly from monologue to 

monologue as each of the characters take turns speaking. These sharp shifts in style demand ex-
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tra care on the part of the actors in being present and alert to the way the style is being bent and 

blended in each sequential moment. 

  Jessica Dickey originally conceived The Amish Project to be a solo performance piece, a 

play performed by only one actor, but she then transformed it into an ensemble work, to be per-

formed by a group of actors. The play itself is a retelling of and reflection on the tragic events 

that unfolded on October 2, 2006, in the Amish community of Nickel Mines, Pennsylvania. The 

lives of many of the individuals in the community were shattered when a gunman entered the 

Amish schoolhouse and proceeded to shoot ten schoolgirls and then himself. The story however 

gained far more attention when the Amish people, directly affected by the shooting, released a 

communal, public statement of forgiveness to the gunman and his family almost immediately 

after the attack. Dickey chose specific details of the real-life event to use in her play. Information 

about the Amish, how they handled the atrocity with forgiveness, and began healing as a com-

munity was a large part of her research. Conversely, information about the gunman and his wid-

ow were purposefully left out; she did not aim to create a piece that investigated the psychology 

of the shooter. The dialogue of the characters is wholly fictitious, including their backstories. All 

of the characters were fabricated to frame the Nickel Mines shooting in a theatrical rendition, 

while still conveying the forgiveness demonstrated by the Amish community.  

 The play is also unique in how the narrative of the action is split up amongst the ensem-

ble. The character Velda is one of the girls who was shot and killed by the gunman. Her sister 

Anna was also a victim of the shooter. They begin the play by introducing their family to the au-

dience, talking about their papa and mama, their pets, and the life they lead. Carol Stuckey, the 

gunman’s widow shares how her life was completely shattered after her husband committed the 
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act. Carol’s dialogue often deals with the aftermath of the event. Sherry Local, a local woman 

who works at a church in Nickel Mines is an outspoken critic of the Amish because of their life-

style and because they use their children as a source of cheap labor. Sherry is also critical of Car-

ol for the actions of her husband, the gunman. Eddie Stuckey, the gunman and Carol’s deceased 

husband, has dialogue about what drove him to commit the act. He “wanted to have the 

girls.” (Dickey 38) Eddie, Anna, and Velda recreate the schoolhouse incident halfway through 

the play, leading up to the murder of the girls—before the scene ends. America is a Hispanic 

American teenager who talks about her perception of the events that unfolded and what she has 

seen of Carol since the incident. Also present are Aaron Yoder and his wife; they are the parents 

of Velda and Anna. In our staging, Aaron and his wife are onstage throughout the play as one of 

the Amish families personally affected by the event, but the play has them never speak about the 

shooting. Finally, there is Professor Bill North. Bill is a close friend to the Amish families in the 

middle of the tragedy; he offers help by being the public face of the community. Since the Amish 

themselves are a private people, it becomes Bill’s task to educate and explain the isolated culture 

of the Amish and how they were able to forgive the atrocity and violence with such grace. Bill is 

able to speak on these topics of Amish lifestyle and religion because he is a professor of Ameri-

can religion at a local university—near Nickel Mines.  

 Bill North, in Jessica Dickey’s The Amish Project, was the point of fusion for two objec-

tives: speaking for the Amish as well as educating the non-Amish about the ways of the Amish. 

His raison d’être was to rationalize, for modern audiences, the Amish lifestyle and their theologi-

cal belief in forgiveness. The challenge for me was to become this man who would serve the au-

dience as their conduit into the reality of the Amish world, as presented in the world of the play. 
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Bill North has a deep passion for the Amish and their culture. He wholeheartedly believes in the 

Amish way of achieving peace. It was the profundity in the Amish lesson: “to rest in the knowl-

edge that God is still in control and can bring good out of any situation. Love and compassion 

toward others is to be life’s theme,” (LacasterPA.com) that connected me to Bill North’s mission 

and made this project the optimal focal point of my training at SCAD. The lesson contains a 

message that I believe audiences everywhere need to hear, and by being its mouthpiece in Sa-

vannah, Georgia, I was doing my part to teach it.  

First Impressions  

 After seeing the audition notice for The Amish Project on October 21, 2015, I found the 

script, read it, and immediately prepared two monologues spoken by separate characters, which 

was required for my audition. Playing the role of Eddie, the schoolhouse shooter, felt distant and 

foreign to me. It was not a role with which I connected; Eddie’s darkness repelled me. Rather, I 

found myself particularly drawn to Bill North—the quiet man. Bill does not intentionally commit 

any atrocities. He does not suffer a direct loss. Nor is his immediate family destroyed by the ac-

tions of another. No, Bill is a messenger of understanding and connection between two very dif-

ferent worlds; he brings people together. If I was to be cast in The Amish Project, Bill was the 

man I would want to become.  

 I am a firm believer that sometimes a character finds their actor. There have been in-

stances in my acting career where I have played a character so dissimilar to myself that I never 

expected to share anything with them; those characters have gone on to reveal a new piece of my 

soul to me. Bill North was one such character. Through Bill North, I found an appreciation for 
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the Amish, a people I have had zero interaction with in my life. I wanted audiences to share that 

appreciation for the Amish. I wanted them to understand that people and cultures are different 

from one another, but those differences need not be points of judgment or contention, but cele-

brated as diversity within humanity. 

 It was Professor Michael Wainstein’s script analysis exercise from his Anti-Realism 

course at SCAD that opened my mind to the idea that it is not just characters who have a “super-

objective,” or an overarching goal to fulfill through their journey, but that a play can also possess 

a super-objective. Professor Wainstein explained that the super-objective is “an infinitive verb 

that describes what the script wants to do to an audience.” Since Dickey chose to highlight the 

Amish’s forgiveness as the heart of the play, I decided to make The Amish Project’s super-objec-

tive to “enlighten audiences about the grace of the Amish.” By finding the same appreciation for 

the Amish that Bill North has, I set out to share it with the audience as well.  

Our Amish Project 

The Amish Project was presented at SCAD as Dickey’s ensemble version of her play. An ensem-

ble play divides the responsibilities of telling the story among several actors versus just one or 

two central characters, as opposed to a solo performance placing the full responsibility upon one 

actor. The virtue of using an ensemble in the storytelling of The Amish Project is that it allows 

for a multitude of perspectives to be shared while developing the plot. It gives a comprehensive 

and diversified overview of the event, while portraying the people most intimately impacted. In 

other words, we were not drawing upon only one actor’s life experience, but rather from a dozen 

actors’ experiences. Our experiences were what informed our interpretation, as a company, on 

the content and message of the piece. The cumulative outcome was that our production managed 
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“to maintain its disturbing content and thought provoking messages of interpretation, that is, how 

truth is analyzed in the face of confusion,” according to a review that came from the SCAD Dis-

trict, a student-run news source (Kelafas).  

 Being a member of an ensemble requires an openness and willingness to share. Director 

Professor Sharon Ott approached us with the request to share inner thoughts and interpretations 

on how the script made us feel during the times we would read the play aloud in rehearsal. From 

the beginning, the company sought to foster an environment which invited conversation about 

the light and dark, funny and tragic, and human and supernatural elements of the play. A side ef-

fect of taking the journey through the tragedy was that no one had to go the road alone. The 

company worked together, in a way similar to how a human body creates homeostasis within. 

When one actor would be dealing with the darkness and was asked to continuously dredge up the 

poison of portraying a negative character, another group of actors would be in the same rehearsal 

space ready to share different energy by playing positive characters. The cast became an internal-

ized support group that allowed for each of us to have a safety net below for further exploration 

in each of our characters. It gave us each permission to bring more humanity, from inside our-

selves, than we ever thought possible to the work.  

In Rehearsal 

 Once I found out that Sharon Ott had cast me in The Amish Project, the entire process 

began to move very quickly. The same night that the cast list was posted, the newly formed en-

semble was scheduled to have a table read. A table read can be one of the most nerve-wracking 

and essential rehearsals in the life of a show since it is the first time that all of the actors congre-
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gate with one another and the director for the purpose of reading the script aloud. At the table 

read, we all brought questions about the Amish, the real-life events surrounding the shooting, and 

the relationships that we would be exploring between the characters. After this reading of the 

play, my first instinct was that the heart of the piece lived in community. There is a sense of unity 

that is vitally present in the script. It was felt by the cast that our primary duty would be to create 

an ensemble that melded together. Our main goal from that first encounter together around the 

table was to play these characters with enough gravity and dynamism that we would get the au-

dience to identify with them. 

 Our ensemble then went into individualized work. We each set down our own path for 

character exploration and discovery. More personally, I began to look at how I would formulate 

my own understanding of the Amish’s ability to move beyond pain, fear, and dread and into a 

new chapter of life—from the seeds of forgiveness. I looked deeply into the script for such a 

transition. The actor’s greatest wealth of knowledge comes from the script. It is our holy book; it 

contains many answers to the questions we ask ourselves, naturally, while beginning the process 

of acting. It is through in-depth analysis of the script that the character insights really start to im-

pact me.  

 Interestingly, it was not my own character that began to reveal to me the heart of the play. 

Carol, the widow of the gunman who committed the atrocity at the Amish schoolhouse, speaks a 

line that stopped me in my tracks while I was going through on my third, individual reading of 

the script: “And then - right then - he [Aaron Yoder] looks at me. He looks right at me, with his 

weird beard and his blue eyes, and there -, right there -, in the middle of his eyebrows, is - a 

word. One Word. And he pushes that Word into my brain with his blue stare” (Dickey 45). What 
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is that word? To be perfectly honest, I had no clue. And the script contained no clear answer ei-

ther. Ergo, it became a point of significant interest for our cast. Our director instructed us to con-

template what the word must have been pushed from Aaron Yoder’s head into the head of Carol 

Stuckey. It was an interesting exercise, but given that specificity is the actor’s most important 

duty, it was a question that demanded an answer.  

 For me as Bill North, the word did not exist in the English language. Or rather the word 

was too amorphous and abstract to be contained in a literal word, hence why Jessica Dickey left 

the description of it as “the word.” I believe that the word existed somewhere between the con-

cept of love and forgiveness. For me, “love” is a capacity of humanity to care about others, often 

times more than we care for ourselves. Born out of love is forgiveness. To me, forgiveness is a 

gracious act: to choose to move beyond a transgression by loving your fellow man, despite their 

actions against you. The “word” of the script however existed in a form between those two ideas. 

Neither could fully encapsulate the sensation that I felt was being transferred from Aaron to Car-

ol, but the words provided an understanding as to what the “word” of the script meant.

The script introduces Professor Bill North as a “Scholar and professor on Amish 

culture” (Dickey 3) and when Bill enters the stage for the first time, the line before he introduces 

himself is: “You’re probably wondering who the heck I am.” (Dickey 12) The script suggests that 

Bill is a very ordinary man, just a man with academic and personal knowledge regarding Amish 

people and culture. Bill is a down-to-earth man, who acts logically and speaks from personal ex-

perience and knowledge, but is prone to emotionality. Bill’s line to the audience and reporters: 

“That even if we could be inside Edward Stuckey’s mind as he drove up to the schoolhouse, as 

he — We would still never really understand,” (Dickey 41) shows a man speaking about an emo-
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tionally charged topic, while fighting to maintain composure. It was this revelation that led me to 

having a root concept of Bill as a naturalistic character, who very closely resembled someone 

each of us knows in our personal lives. 

Script Analysis 

 As I work from the outside in, I take knowledge collected from the script to begin under-

standing how the physical and vocal actions of my character will inform my character’s psychol-

ogy (Cannon 109-124). The first tool to use is a script analysis. Professor Michael Wainstein 

provided each of his students an outline for approaching a script from an intellectual standpoint. 

With Wainstein’s script analysis, an actor is able to answer questions about the play ranging from 

who the characters are to what the play is tying to achieve by being presented to audiences. In 

the script analysis of The Amish Project (Appendix D) I explored the relationships between char-

acters and where the conflict and resolution of the story took place. Since every character wants 

something, and some of their wants are in direct opposition to one another, conflict is created. 

The character, Carol Stuckey, wants to continue existing as her family heals after the unspeak-

able act that her husband committed. Sherry Local, however, seeks to shame and ruin what is left 

of Carol by criticizing Carol’s blindness to Eddie’s troubles. Sherry finds Carol guilty of being a 

passive, unobservant wife. This conflict of what either character wants creates the primary con-

flict within the script.  

 It is one of the most difficult, yet basic questions an actor can ask: “why is my character 

in this play?” The Amish Project has a lean cast to begin with, and there is no room for super-

fluity in the ensemble; everyone has to pull their own weight in the telling of the story. Bill is the 
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man who essentially serves as the Greek chorus for the audience; he teaches the audience about 

the Amish people and their ways. The Greek chorus has the role of being  

 a storytelling  device  by  serving  as  a  link  between  the  audience  and  the  piece   

 itself,  highlighting  important  aspects  of  the  scene  and  projecting  and  emphasizing   

 the  current  emotional  state  of  the  piece.    The  chorus  achieves  this  either  through   

 direct   narration  and explanation,  or  through  analytical commentary  or  conversation  

 about  the events  and  characters  of  the  play. (Delcayre) 

 Another part of Professor Wainstein’s script analysis is to determine the “given circum-

stances.” The given circumstances “determine or condition our conflicts, can supply our motiva-

tion, and specify the nature of our actions” (Hagan 158). The given circumstances also inform 

such things as time, setting, place, relationships, socioeconomic class, and lifestyle. Bill explains 

the given circumstances of the play and how they pertain to the telling of the story.  

 The given circumstances of the The Amish Project show that the action takes place in a 

rural town, Nickel Mines, Pennsylvania, in the year 2006, and in the community surrounding an 

Amish district. The shooting affected the entire community, especially the Amish families with 

children who attended the school where the incident took place. The Yoder family, for example, 

had two daughters who were both shot by the gunman. All of this knowledge that frames the be-

ginning of the play is shared via Bill North. Towards the middle of the play, Bill moves beyond 

the role of exposition framer and into the position of educator. He guides the audiences through 

learning about the idiosyncrasies and eccentricities of the Amish.  

 “The Amish don’t usually accept charity. They rarely use social security or government 

programs like that.” and ”See, they don’t separate work and leisure like we do” (Dickey 21). 
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These are both lines of Bill’s that shine a light on how the Amish live their lives. He is responsi-

ble for laying the groundwork for the audience to begin understanding how the Amish could 

achieve the act of forgiveness so thoroughly in the face of despair. Bill has a third responsibility 

in his choral role as well; Bill must move beyond speaking as a professor and academic on the 

topic of Amish life and share something from within himself. This responsibility links back to 

the concept that Bill is serving as the Greek chorus: Bill not only comments on the actions of the 

plot, but is also a part of the conflict. The most effective tool a person can use in their telling of a 

story is truth. Bill shares with the audience—a story from his past when he was “driving around 

looking for a barbecue” (Dickey 46) his friend was having at his parents’ house, when he struck a 

small boy with his car. While at the hospital awaiting the boy’s recovery, the boy’s parents, who 

were Amish, held Bill while he cried. They cradled the man who had run over their son—in their 

arms. They told him that he would be all right. After the boy recovered, Bill and the boy became 

friends. Bill then reveals that the boy grew up to be Aaron Yoder: the man whose two daughters 

were shot in the Amish schoolhouse shooting. The outcome is that Bill is able to anecdotally 

show the audience the Amish’s capacity for love, caring, and forgiveness even in the face of 

tragedy. This story shifts the character of Bill North from simply being the narrative voice 

throughout the play and places him within the actual history of the plot. The action of the script 

humanizes Bill to become more than a singular mouthpiece, commentating from beyond the ac-

tion. This was different than most of the narrative roles I had seen because so often the narrators 

are kept separate from the action, and do not directly interact with the other characters of the 

play.  
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 Professor Bill North acts as the conduit between the theater audience and the world of the 

play. He takes them on the journey of explaining who the Amish are, what they believe as a peo-

ple, and why they are acting the way that they are. He does so in a naturalistic way that invites 

the audience to use him as a reference point as they experience the style shifting throughout the 

production.  

 Naturalism is a type of theatre that developed in the late 19th and early 20th centuries. It  

 refers to theatre that attempts to create perfect illusions of reality through a range of  

 dramatic and theatrical strategies: detailed, three-dimensional settings, everyday speech  

 forms (prose over poetry), a secular world-view, and an exclusive focus on subjects that  

 are contemporary and indigenous. (Cohen) 

Bill North follows these paradigms of naturalism in that he is a living man, speaks in prose, not 

poetry, and focuses on the contemporary peoples. He speaks plainly about the relationship be-

tween the Amish and non-Amish. Making Bill North the naturalistic character gives him a 

grounding and trustworthiness since he most closely resembles a person the audience would ex-

pect to interact with outside a theatrical setting. Because Bill is presented as a professor, he is 

given the accreditation of being an authority on the topics that he covers. The main goal then be-

comes to create a Bill North who appears and sounds like a real human that every person in the 

audience feels as though they have met. Every unique piece of him must be present in order for 

Bill to be a believable, effective supporting character in the ensemble. 
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Researching the Character 

 With an understanding of the world of the play, how Bill North fits into that world, and 

how he interacts with he audience, the next step is to complete the character analysis. Similar to 

the script analysis, Professor Michael Wainstein also provides his students with a character 

analysis to aid in comprehending characters and intellectualizing the character’s life through an 

objective approach. The character analysis for Bill North (Appendix E) is then the next part of 

the process in working from the outside in for an actor.  

Character Analysis 

 The main goal of Professor Wainstein’s character analysis is to obtain a better under-

standing of who a character is as a person. Since Bill is present in the story as a man who appears 

when he is called upon to aid the Amish in interacting with the non-Amish of the community, I 

made the decision that Bill wants to foster understanding of the Amish. Bill’s aim is to create un-

derstanding and then empathy between the Amish and non-Amish, in hopes of reaching a point 

of peaceful symbiosis between the two very different communities of people. The next issue to 

consider is what is stopping Bill, or perhaps who is stopping Bill. In The Amish Project, the char-

acters Sherry and Carol have mixed opinions about the Amish, and their act of forgiveness, fol-

lowing the massacre. Sherry makes the decision to condemn the Amish for their action because 

they so easily allowed the gunman to be forgiven, thus inviting other attacks from non-Amish 

because it teaches society, outside of the Amish, to walk all over the Amish people. Meanwhile, 

Carol digests the perceived invasion of the Amish as they come into her home and begin to pre-

pare meals for her and her two sons. And her interaction with the Amish causes her to lash out 

against the presence of the Amish and to resent them for their ways, especially their propensity to 
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forgive, which is born out of the Amish’s belief that everything in life lies within God’s control. 

These two characters speak to the audience in an antithetical manner in regard to how Bill is try-

ing to represent the Amish ways. In short, they make his job that much harder. To overcome Car-

ol and Sherry as obstacles, Bill doubles down on his capacity to explain the Amish religion and 

why it is so intrinsically important for them to behave the way they do after loss. By looking at 

specific moments of Bill’s speeches, I start to analyze the way he approaches conflict, how he 

deals with obstacles, and what he does to get through them. The following moments are prime 

examples of times when Bill is directly addressing the audience to make his points heard: 

 But while the Amish themselves are pacifists, as a people they are certainly no strangers  

 to violence. The original Amish, the Anabaptists, fled to America, from Europe, in the  

 1700s. This was to escape harsh persecution for their beliefs. There are many stories of  

 torture and executions. And they’ve pretty much been trying to keep to themselves ever  

 since. (Dickey 13) 

 All Amish do have a basic code of living, and they call that the Ordnung. Now, the basic  

 foundation of the Ordnung can best be summed up by the Pennsylvania Dutch word  

 uffguva. To give up. See, the Amish give up their individual needs to the community. A  

 perfect example are the barn raisings the Amish are so known for. When it’s time for a  

 raising in Amish land, it’s like a home football game for us. Everyone comes, people  

 cook and eat, there’s enthusiasm and camaraderie, except that instead of watching the  

 players do something for its own sake, Amish fun involves everyone chipping in to make  

 something useful for a neighbor. Same with the way the women cook.” (Dickey 21) 
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 There’s something about them [the Amish]. Something that unsettles you. I’ve been  

 teaching about them, studying them for 30 years, and it doesn’t matter what your faith is,  

 or if you even have one. Something about them makes you wonder what am I? Could I be 

 more? (Dickey 49) 

Each of these moments reveal Bill’s personality to be someone who prizes anthropological diver-

sity. He is a man who celebrates humanity, while being educated in the fields of religion and the-

ology. He is also a man who avoids offending other people, but still identifies with how people 

feel. So, Bill is not entirely didactic in how he speaks to the audience, and he speaks frankly to 

listeners when talking about the Amish.  

 Another fact about Bill North that stood out was his age. The character description reads: 

“Bill North: English / non-Amish man, 50s” (Dickey 3). He is a man who is at least double my 

age; I am twenty-four years old.  Playing Bill’s age became a task for further characterization 

both vocally and physically.  

Character Biography and Character Interviews  

Knowing Bill’s objectives (what he wants), his obstacles or what is standing in his way, and hav-

ing a rudimentary idea of how he pursues his objective gives me the beginning shape of who he 

is as person. The next step is to start comprehending his psychology: how a character encounters 

the world around them and how they process thoughts for moving through their world. For this 

endeavor, I used Uta Hagan’s object exercise. They are a series of questions to answer from the 

established facts from the play as well the imagination of an actor. The questions themselves can 

be seen in Appendix F. By analyzing the collective world of the play, and how Bill interacts with 
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that world, I am able to take the next step in establishing the finer points of who he is as a per-

son.  

 We had a rehearsal where each actor was interviewed as their character. It was an oppor-

tunity to answer questions from my cast mates and director, through techniques of improvisation, 

and we filled in holes of our characters’ lives with imaginary circumstances created by imagina-

tion. The end goal of the rehearsal was to have fully fleshed backstories for every one of the 

unique human beings on the stage. The interviews worked by placing one chair on one side of 

the room, while everyone else sat on the opposite side. Whoever was in the singular chair was 

the one who was being interviewed. Much like a press conference, the individual would answer 

questions to the best of their ability. Since I had completed both the script and character analyses, 

I had established the given circumstances of Bill’s world, but this exercise introduced the oppor-

tunity to expand Bill’s reality through imagination. By basing my improvised answers on the 

script, I was able to explore parts of Bill’s life that I would not have otherwise thought about.  

 The questions ranged from “Are you married?” and “Do you have any kids or pets?” all 

the way to “What’s your position on abortion?” and “How do you feel about the death penalty?” 

The questions slowly made their way from surface and trivial all the way down to each of our 

characters’ deepest held passions. I had to decide whether Bill North was married, a topic not at 

all discussed in the given circumstances of the script, and answer completely out of a gut instinct 

from my imagination. I determined that Bill North did indeed have a dog, I supplied the dog with 

a gender, name, and breed.  When it came time to consider the harder questions, I had already 

developed a moral compass for Bill and a system of values to draw upon and guide my ques-

tions. Bill had a dog that he loved, he had not married, but was deeply involved with his career 
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work as a Professor of American Religion, and had taken a Christian-normative view on many of 

the contemporary issues raised by the interviewers. Having to answer all of these questions with 

knowledge mined from the script via Professor Wainstein’s script and character analyses and Uta 

Hagan’s nine question character analysis (Hagan 83) meant adding new facets to Bill North. All 

these discoveries contributed to how Bill interacts with the world and people around him.  

Developing the Character 

 Equipped with knowledge about who Bill North is, it is time for me to start the process of 

embodying him. Finding a voice that fits Bill and a physical life on stage are the primary focus 

points of development because the body and voice are how Bill is to directly interact with the 

audience as well as the other characters on the stage.  

Physicality 

In order to develop the physicality of Bill North, I would employ methodologies from Catherine 

Fitzmaurice, Michael Chekhov, and Rudolf Laban. Every choice made in regard to Bill’s physi-

cal body was derived from how I have perceived fifty year old men moving: where their kinetic 

energy flows within their body, and how they move about their surroundings. An article from 

menshealth.com led me to have a better understanding and appreciation for what fifty year old 

men face, physically: trickier knees, bone loss, aching back, water shortage, and mass defections 

(menshealth.com). My movements, at age twenty four are significantly smoother and easier be-

cause I do not face trick knees, bone loss, or an aching back. I have a freedom of range and mo-

tion that would not match a middle aged man like Bill.  Therefore, before I can approach the cre-

ation of Bill North, it is imperative that I remove my own characterization from my body. The 
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same way that starting with a blank canvas is required before a painter can begin to paint his 

piece, the actor must remove many of their own habitual tensions to prepare their body for cre-

ation of character.  

 Renowned vocal pedagogue and voice coach, Catherine Fitzmaurice, has created a 

method that allows individuals to release habitual tensions within their bodies and, by extension, 

their minds.  

 Fitzmaurice Voicework® explores the dynamics between body, breath, voice,   

 imagination, language, and presence. Integrating physical experience and mental focus,  

 the work develops vibrant voices that communicate intention and feeling without excess  

 effort. (Fitzmaurice)  

The first step of her voice work deals with an exercise that is used to begin to process of obtain-

ing a healthy neutral via the removal of habitual tension; the process is referred to as  “destruc-

turing.”  

 Fitzmaurice Tremorwork® encourages students to allow uncontrolled shiver-like   

 oscillations to flow through their entire bodies, making chronic tension blocks apparent  

 and helping to release them. (Fitzmauice) 

Fitzmaurice’s Tremorwork® is the best way to find a healthy neutral for an actor. “Neutral” 

refers to a place where an actor has relieved their body of tensions and has removed distractions 

of thought from their mind, and are prepped to begin their work. 

 My chosen process of doing tremoring exercises means lying on my back and beginning 

to release my muscles to gravity’s pull. As my body begins to relax and release muscle tension, I 

allow my mind to come into my body. I become present by banishing thoughts about past prob-
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lems and concerns as well as thoughts about impending problems or concerns of the future. Upon 

clearing my thoughts of past and future pressures, I arrive at a place to begin the tremoring for 

the removal of tensions that cannot be simply released.  

 Being present in my body means that I am aware of where my body needs the most atten-

tion or where my body is holding on to the most tension. Most frequently for me as person, I 

hold tension in my lower back while manipulating my spine to be more upright and rigid than a 

healthy alignment would require. With the tension in my lumbar area, aka lower back, the tremor 

position that I opt for is called the “modified plow.” The modified plow starts with me on my 

back, with my knees slowly drawn to my chest. I begin by rocking back and forth along my 

spine, going from a lying position to an upright, seated position with my legs folded and crossed. 

I then rock back to the lying position and come forward again, but this time my seated position 

occurs with my legs switched; the top leg becomes the bottom leg and vice versa. This incorpo-

rates a nice stretch of the muscles around my hips, and the rocking back and forth begins to 

stretch the muscles that run the length of my back, preparing them for the eventual release to be 

invoked by the tremor. The tremor is the next step. Returning to the lying position, with my 

knees brought up to my chest, I place the weight of my hips onto my hands, sending my elbows 

down to the ground. I place my knees on either side of my head, keeping my knees bent until I 

have reached the initial position for where I began the tremor, lying on my back with my ankles 

and toes in flexion. From here, I begin to send my ankles in parallel lines up, over my head to-

ward the wall opposite from the top of my head. This is where the tremor begins. As my legs be-

gin to expand, the habitual tensions from deep down in my body start to shake and quiver, as 

they are loosened. During this time, I keep my mind centered in my body with the objective of 
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chasing out stubborn, remaining tensions. I stay in the tremor until my body’s tensions have been 

vanquished, and I return to the initial position. I slowly make my way out of the initial position 

into a fetal position and allow my body to catch up to where I am in space, until I am finally 

ready to stand, at a newly developed neutral.  

 From here, I have begun to approach a healthy neutral from which I may begin the 

process of inserting Bill’s characteristic, habitual tensions. This is my blank canvas. The artistry 

of coloring is the next step. I will use Michael Chekhov’s technique and Laban Movement to 

create the specificity needed to produce a living, breathing character that exists in the realm of 

naturalistic realism.  

 The father of  contemporary, realistic acting, Konstantin Stanislavsky’s most prized stu-

dent was Michael Chekhov. The actor, director, and author was responsible for many of the tech-

niques used for connecting the actor’s psychology to their physical bodies.  

 It is a known fact that the human body and psychology are in constant interplay. Either  

 an undeveloped or muscularly overdeveloped body may easily dim the activity of the  

 mind, dull the feelings or weaken the will… The actor, who must consider his body as an  

 instrument for expressing creative ideas on the stage, must strive for the attainment of  

 complete harmony between the two, body and psychology. (Chekhov 1) 

From Chekhov’s standpoint, it is a clear responsibility of the actor to make the connections be-

tween the body and mind, to allow the creativity of the artist to translate into the physical mani-

festation of their character. With the appreciation for what must be done on the part of the actor, I 

can take the next step toward the embodiment of Bill North. An exercise to start connecting the 

mind to the body is what is needed. Michael Chekhov’s chapter entitled “Imagination and Incor-
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poration of Images” has one of the most effective exercises for taking that next step of embodi-

ment. Exercise 11 instructs the actor to:  

 Imagine yourself doing, at first, some simple movement: raising your arm, sitting down,  

 or taking an object. Study this movement of yours in your imagination, and then actually  

 fulfill it. Repeat this exercise until you are sure that your body obeys even the slightest  

 detail you developed when imagining, your movement. Continue the exercise with more  

 and more complicated movements and business. (Chekhov 25) 

I started by lying on the floor of the rehearsal hall and envisioned what Bill would look like lift-

ing his arm off the ground. I take into consideration his age and the resilience and stiffness of his 

middle-aged joints and musculature as he completes this action. I focus on the minutiae of the 

movement: the speed at which he would raise his arm, how much his hand, wrist, and forearm 

would twist from the upward motion, and the position of his hand at the beginning and end of the 

traveling motion.  

 Once I have absorbed and retained the subtleties of the imagined motion, I put into prac-

tice the motion I have visualized in my mind’s eye. Then, after I am content in how my body is 

executing the motion in comparison to how I visualized it, I am ready to move on to the next 

step. I sit in a chair and use the same technique as before to imagine my character-self rising 

form the chair. The big thing to consider here is the kinesthetic chain: the physiological relation-

ship between the body’s bones, connective tissues, and muscles and how they operate with and 

against gravity to allow the body to stand on alignment, but also to move through space. The 

kinesthetic chain starts at the feet, with their relationship to the ground and how the weight of the 

body is dispersed through the feet to the the toes and heels, sending the weight down so that the 
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rest of the body may stand upright; the kinesthetic chain runs through the legs, hips, spine, 

shoulders, and up to the top of the head giving the human body its alignment for standing and 

motion (Majkowksi). I pay special attention to how the kinesthetic chain allows for movement 

up and forward away from the chair and the points of articulation that slow or hinder the motion 

for my visualized Bill.  I run through the scenario several times in my imagination, until I have 

the same certainty of the whole body motion as I did for the arm motion in the first exercise. 

Having that clarity, I then begin to practice physically standing as my character, repeating until I 

have matched my imagined motion to my corporeal body. The final stage of Chekhov’s exercise 

requires the actor to apply the same imagining and execution practice, but this time the actor fig-

ures out their character’s walk.  

 From a standing position, I begin to picture my character moving about the space. I con-

centrate on Bill’s center of gravity, or where he leads from when he walks, how wide his gait is 

as he takes steps, how hxeavy his footfalls are, and the swing of his arms and shoulders as he 

creates locomotion of his body. This is the most crucial part of Chekhov’s psychological body 

work as it will serve as the groundwork for how I create Bill’s gestures, movements, and spatial 

relationships: so getting it right demands precision. I run this particular visual several more times 

in my head until I feel guaranteed to succeed in the physical recreation of the walk. With certain-

ty in place, I open my eyes and begin to practice walking around the room adjusting my postural 

tensions, gait, footfalls, center of gravity, and muscularity until I land on the specific walk that I 

had in my head during my visualization.  

 Once I have found the physicality of the imagined walk, I continue walking as Bill North 

until it becomes second nature. I then switch back to walking as myself, re-inserting my actor’s 
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habitual tendencies, and eventually switch back into Bill’s character walk. This practice develops 

the skill of being able to change from myself to my character in a timely manner, with the confi-

dence that I will need when in rehearsal or performing for an audience, and without having to 

spare any brain capacity for movement, thus freeing my mind to be present in the moment while 

acting with my other ensemble members. 

 Once I had Bill’s walk and basic motions understood, I started to work in understanding 

what Laban motion this creation falls under. Laban movement is a way to analytically describe 

and record movement of the human body so that it can be referenced at a later point (Laban and 

Ullman 3). For me, Laban pairs well with Michael Chekhov’s technique because it allows me to 

articulate the muscular motion that I found during Chekhov’s exercises. Laban movement looks 

for three characteristics in motion: sustainment, strength, and directionality. The three categories 

are then either turned on or off; sustainment can either be sustained or unsustained, strength can 

be either strong or weak, and directionality can either be direct or indirect (Laban and Ullman 4). 

The categories as they pertain to Bill are that Bill’s movements are sustained, strong, and direct. 

This means that Bill falls under the Laban camp of “push.” Having push as a categorization for 

movement means that when Bill enters a space, he takes the space, and commands the power to 

speak on the floor. The balance of power in controlling the audience’s attention gives more 

weight, subconsciously, to a character who is a push because they have such a strong presence 

paired with intent of movement. Through this Laban movement, and the specificity of the 

Chekhov psychological work, I created Bill North to be the grounded, weighted, and powerful 

character. The targeted result was that Bill be the trustworthy, authoritative figure that the audi-

ence could rely on as their touchstone throughout the play. 
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Vocalization 

Finding a voice for Bill that made him approachable, likable, and sounding like someone who 

everyone wanted to believe was easier said than done. A character’s voice is as unique for them 

as a fingerprint because it represents who they are as an individual. Bill’s voice had to serve in 

being unique, but also answer to the criteria of being grounded, authoritative, and trustworthy. 

Bill also being significantly older than myself meant that part of my exploration was to analyze 

how his habitual body tensions and the effects of age influence his voice. It was equally impor-

tant to remember that Bill could not become a caricature of an old man or cartoon-like professor 

spouting factoids in a robotic voice; he had to remain true to the naturalistic style in which he 

existed, within the play.  

 My approach to voice comes from understanding the text in the script, via the previously 

mentioned script analysis (Appendix D), and then moving into the realm of playing with the way 

my body works to create my character’s voice. Dudley Knight’s book, Speaking with Skill: An 

Introduction to Knight-Thompson Speechwork introduced me to thinking about voice from a 

physiological approach. The human voice begins at the inspiration of an image, this leads to in-

spiration as a breath. That breath then is supported as it leaves the body, with the aid of the ante-

rior, core muscle band of the body, called the transverse abdominis. The breath travels over the 

vocal chords in our larynx, and as that breath moves over the vocal chords, they vibrate to create 

pitch for what it is we saying (Fitzmaurice, Interview by Saul Kotzubei). Beyond that, the breath 

travels forth, carrying vibrations created by the vocal chords. The sound is then further shaped by 

what are called articulators. Our articulators consist of our throat, uvula, tongue, jaw, teeth, lips, 

cheeks, and nasal cavity (Knight 42). The use of those articulators are what make our English 
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words possible. Armed with the knowledge of what allows humans to create basic building 

blocks of words, I can move onto the most important part of communication: intelligibility. Hu-

man speech is essentially made up of two components “obstruents” and “phthongs.” A phthong is 

a single, unobstructed sound created by the human voice, or a vowel sound (Knight 65). An ob-

struent then is a single, obstructed sound created by the human voice, or a consonant sound 

(Knight 71). “Phthongs convey emotion, while obstruents convey information”(Majkowski). 

With all of the building blocks in place to create words from the ground up, I am almost ready to 

approach my character’s dialogue and begin speaking his words. I say “almost” ready because 

while I have the basic shapes of my words to be created for my character, I must still answer to 

the necessity of the script to make Bill North a naturalistic character, the audience’s anchor along 

the journey of the story. My director gave me the note to start vocal exploration to make Bill 

sound older. The objective effect would be that his wisdom would be coming from an older, thus 

wiser sound position.  

 Bill’s voice was developed by focusing on pitch, rate, and volume. But to be sure that the 

variation of pitch, rate, and volume I used were having the desired effect of making Bill seem 

older and authoritative, I needed another set of ears. The guidance of a vocal coach was neces-

sary for fruitful exploration and creation. A vocal coach is precisely what it sounds like: someone 

who coaches you through your voice work, until the desired effect is reached through exploration 

in your voice. I worked with the cast’s vocal coach, Emily Coleman, a senior student at SCAD, 

who has specialized in vocal production and voice coaching. Ms. Coleman and I worked to ob-

tain a vocal blend that utilized warmer, richer, deeper tonality from my “woofer” to create the 

authoritative resonance needed to establish Bill as the character to be the trusted expert on all 
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things Amish. The “woofer” is a part of the human vocal blend of pitches that creates the lower 

registering pitches. To engage the woofer, I start by contracting my transverse abdominis to sup-

port lots of breath. I then work to engage the lowest pitches my vocal chords are capable of mak-

ing. The sound produced is like cave winds resonating. Expanding that resonance is the next 

step; by beating out any tensions being held around my ribs, shoulders, chest, pelvis, and legs I 

gain access to the hard parts of my body for resonate, woofer sounds. With the woofer engaged, I 

can start to play with how low I allow the pitch of my voice to go, and I can use that newfound 

sweet spot that allows me to convey equal parts emotion, information, and tonality to speak as 

the Bill North that was what was demanded of the role. Gaining comfort in speaking with Bill’s 

lower voice is as much a muscular exercise as it is a psychological one. I speak with a higher 

pitch than what Emily Coleman and I found for Bill North, and not focusing my ear on the new, 

strangely pitched sounds leaving my body took practice.  

 As for rate and volume, they were next up for exploration. Rate is the speed that words 

are spoken by a character and volume is how loudly words are spoken. Since the given circum-

stances were that Bill was speaking to a large crowd of people, in a public setting, his volume 

had to be loud. He had to be heard. Rate was more difficult; Bill is a very intelligent man, a pro-

fessor, who has taught about the Amish for over twenty five years. He could very easily rattle of 

facts about Amish culture with lightning speed. Since Bill’s aim is to enlighten and spread infor-

mation about the Amish, it makes the choice for a slower, more deliberate rate more appropriate. 

Also, anytime that I spoke too quickly, while introducing knowledge about the Amish, I would 

get notes from Director Sharon Ott and Emily Coleman about the lack of clarity in what was be-
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ing conveyed. Bill’s slower rate was as necessary for comprehension as his loud volume. Ulti-

mately, Bill’s voice was created to be lower, slower, and louder than my own.  

Image Structuring and Punctuation 

 A more finely pointed approach to gaining insight into a character’s persona, beyond the 

character analysis exercise, is by looking at the spaces in a script not occupied by words: the 

punctuation. Image structuring is the approach to dissecting a character’s thoughts and speech 

patterns through textual analysis of the operative words in a script.  

 The operative words in a speech are the words which create the series of images or  

 pictures being communicated; the word or words upon which an image phrase depends  

 for its or ‘meaning’; the word of words without whither there would be no image; the  

 words you can’t do without; the words from which the listener can fill in all the rest;  

 the words which house the energy impulse of the line; the words which explain the life of 

 the line. (Hammond 24) 

My image structuring analysis of Bill (Appendix H) showed him to be a calm, collected, and 

grounded man. He chooses words like “heck” instead of “hell” because they are less inflammato-

ry (Dickey 12). And he prefaces his lectures about the Amish by saying “We hope that by gather-

ing here together in this private way, and talking a little bit about the Amish and their uh, cul-

ture… It’ll answer some of your questions,” (Dickey 13) again demonstrating his devotion to 

keeping things civil and reasoned. 

 Professor Laurence Ballard, of SCAD, taught me that: “Short, rapid sentences are often 

indicative of an emotionally heightened and higher energy moment for a character, while long, 
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more deliberate sentences show a character taking their time to logically string thought 

together” (Ballard). Bill’s language reveals a man who is not given to flights of fancy or very 

colorful allusions. He does not draw upon the poetic, nor does he indulge in nonsense. He is very 

straightforward and matter-of-fact in his addressing of the audience and other characters. An ex-

ample of Bill’s straightforward manner of speaking is when he first discusses the Amish with the 

journalists and non-Amish townspeople of Nickel Mines: “You know, this tragedy happened to a 

private people. So you came here to help the Amish or to print their story—But see, that’s a 

complicated thing right there” (Dickey 13); Bill does not beat around the bush, he calls the peo-

ple out on their presence. He knows why the journalists are there, and he stands as the gatekeep-

er, protecting the privacy of the Amish community.  

 Jessica Dickey’s script is not without emotional weight for the character Bill North either.  

She utilizes hyphens and ellipses to demonstrate points in time where Bill may be overcome with 

the sense of emotion in a moment, or perhaps is overwrought with the subject material that he is 

discussing in his dialogue: “That even if we could be inside Edward Stuckey’s mind as he drove 

up to the schoolhouse, as he—We would still never really understand…”(Dickey 41) The hyphen 

is present just as Bill is about to speak about Eddie’s attack in the school, he moves away from it 

before it gets too emotional for him to contain. The ellipses that comes at the end of that line is 

indicative that Bill does not or cannot bring himself to say the reason why Eddie killed the 

Amish girls. They represent an omission of a thought (“Ellipses”). These emotional moments 

required a sense of honest motivation to drive them, as the moments cannot exist simply because 

the playwright has indirectly told the actor that they should exist through punctuation marks, but 

rather that they must be grounded in the reality of the play: Bill is talking about the Amish belief 
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that all things are an act of God, not always meant to be understood, while discussing the homi-

cide of his close friend’s daughters.  

 All of these resources of character research and development have produced insight into 

who Bill North is. I can sense the humanity in the man by reading his lines and seeing what his 

operative words are, as well as the emotional situations he finds himself by looking at the mo-

ments where words fail and he uses silence to convey his message.  

Connecting to Bill North  

 Knowing Bill North, I have to start thinking about what exists inside me, and how I can 

utilize those truths in making Bill an honest character, capable of enlightening the audience about 

the ways of the Amish. Enlightening them so that they may better understand others that are sep-

arate from them. One of the hardest aspects of playing a naturally realistic character is that they 

so closely resemble living human beings that an actor must call upon what they know from their 

own experience to accurately and truthfully portray them. That means a number of things for an 

actor who is deciding on the exact methodology that they will use for this demanding creation. 

Personally, I prefer to use Hagan’s method of substitution. Substitution means  

 to apply this knowledge [of self-discovery] to an identification with the character in the  

 play, we must make this transference, this finding of character within ourselves, through a 

 continuing and overlapping series of substitution for our experiences and remembrances,  

 through the use of imaginative extensions of reality, and put them in the place of the 

  fiction of the play. (Hagan 34) 
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The fiction of the play puts Bill in the position of having a best friend of many years who has just 

lost his daughters to an unimaginable tragedy. Beyond that, Bill has agreed to help the Amish 

families by being their public liaison during a time when a national news story is wrapping 

around his friends and their home. He is responsible for so many things and must wear so many 

hats at the same time. All of these responsibilities and the fact that as a man, Bill is very far re-

moved from me in age, opinions, and lifestyle made for a very formidable wall in accessing him 

as a character. But there is always hope for the actor who is willing to listen; there is a quote 

from actress, Meryl Streep, where she states “Acting is not about being someone different. It's 

finding the similarity in what is apparently different, then finding myself in there.” (Streep) Es-

sentially, all of those differences that on the surface would keep me out of the character realm of 

Bill just have to be understood in order for me to turn the differences between us into similari-

ties. Thus, the operation of substitution may be applied.  

 Bill takes it upon himself to provide aid and comfort to his friend, Aaron Yoder, after his 

daughters have both been brutally attacked and killed at their school. I, as a person, have never 

had to deal with the emotional and psychological devastation that comes from the loss of a 

child’s life, and I hope I never do. However, in playing Bill North I needed something that could 

at least connect my psyche to the emotional positioning that Bill was facing in this moment. His 

goal is to provide comfort and aid to his friend in a hardship. That is something that almost 

everyone has experienced, and it is something that I was prepared to approach using my own 

personal experiences. When I was a junior in high school, our student body suffered the loss of 

two students - one boy and one girl. They had both died in automotive accidents, and within 

weeks of one another. In a school setting, life must go on even in the face of tragedy, and it takes 
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a group of strong individuals with a powerful will to keep rolling with life’s punches. I have al-

ways been the type of person who grieves for a short time and then very quickly looks to the 

brightness of the future. For that week of my life, I shared that optimistic perspective with many 

of my friends who had been shaken to their cores from the loss of people so close in age and 

proximity to us. That feeling of facing loss and actively choosing to not to sit in the sadness of 

loss, but rather push forward with the day-to-day, all while showing others it is okay to accept a 

harshness of life and continuing on with life was what informed my performance as Bill. Bill 

would have to provide that same strength to his Amish friends who had lost family members.  

 The next difference between Bill and myself is that I have never been thrust into a na-

tional spotlight, nor have I have ever faced national press associations regarding a tragedy. I have 

never been responsible for the entirety of outward representation of a whole culture of people, 

especially one as shrouded in mystery as the Amish in America. Bill was. He has to convey truth 

and insight about the Amish while extending a bridge of empathy to the outside world, in hopes 

that they will appreciate and respect the Amish people’s wishes for privacy. I have never known 

an Amish individual, nor did I have any significant understanding of what the Amish lifestyle 

meant, prior to this production. I have been in situations where I was expected to convey a mes-

sage to large groups of people about topics of which I have been trusted to have a keen knowl-

edge. In 2012, I was asked to discuss the Great Recession’s impact on rural areas of my home 

state, Missouri, with a group of economics professors and students during a presentation. Com-

ing from a small town and a family that was on the receiving end of difficulties resulting from 

the contraction of the United States economy, I was requested to talk about my family’s personal 

strife as well as the impact the recession had on the region I called home. Like Bill, I was put in 
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front of a large group of people and asked to walk a line of sharing information and maintaining 

the sanctity of anonymity for many of the people who had been affected by a publicized event. 

The scale of my experience may have been significantly smaller, but the reality of the truth could 

not have been more aligned. The difference was thus turned into a strength of similarity.  

 Relating back to one of the most profound lessons I have learned during my time at 

SCAD, Professor Mark Tymchyshyn’s words of wisdom: “trust that you are enough” rang com-

pletely true in the face of playing someone worlds away from myself and very different on the 

surface. The artistic aspect of acting comes from knowing that somewhere inside myself, I am 

always able to find myself in my character. It is the ability to find myself within a character that 

leads to my being capable of playing Bill, with honesty, and finding the truth of his life inside of 

me. I have foundational understandings of what it is Bill North is facing, in the action of the play, 

and my experiences inform my life onstage, as Bill. Hence, I am feeling in real-time the pres-

sures faced by Bill North because I remember how they felt, when they happened in my real life. 

This is what is truthful about the work: it is human and it is honest.  

In Performance  

 Having the character accurately mapped out is a huge part of being an actor. But all of 

that work is for naught if an actor is not versed in the methods of warming up their instrument 

for the purpose of performance with a live audience. The actor must warm up his primary mus-

cles for vocalization and physicality, and he must come into the space of his own body to em-

body his character, before the house even opens. Vocally, an actor must be able to send each and 

every word their character speaks to the person in the furthest seat from the stage. Physically, the 
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actor must be aware of their kinesthetic surroundings and be prepared to react to each moment in 

real time, while upholding the artistic integrity of their character as well as the style of the play. 

 To begin, I utilize the same method of finding a healthy neutral by using Fitzmaurice’s 

Voicework® and Tremorwork® . I place my body on the ground, in the shape of a big “X” and 

begin to release my actor tensions in my muscles. I explore my planes of breath by stretching my 

rib, back, chest, and side muscles to create more space for my lungs to take in more air. From 

there, I move on to the same tremor exercise that I used in characterization, “modified plough.” 

Once I have finished the tremor, I move onto what are called the “floodgates” of vocal sound 

(Majkowski). The floodgates are five parts of the body that pertain to vocal production and reso-

nance. The first floodgates are the shoulders and neck. Finding resonance throughout the whole 

body, especially in the chest and upper back make the warming up of the shoulders and neck im-

perative. The next floodgate is the jaw. By massaging the large muscles that have to do with 

chewing and talking, I make sure that they are also warmed up and limber to help in making 

sounds more resonant and powerful while I am trying to speak to every set of ears in the audi-

ence. The lips and tongue are next on the list of floodgates. It is important to get them sufficient-

ly warmed up because they will act as primary articulators for making the consonants and vowels 

of my words possible while speaking. Finally, the back of the mouth is home to the soft palate, 

an area that can find itself being in the way if it is not engaged. To warm that area up, I take a 

long inhale and initiate a large yawn to get that soft palate moving upwards and stretching. Once 

the floodgates are all warmed up, I move onto warming up the connection between my brain, air 

support, and vocal tract. By focusing on engaging the transversus abdominis to create breath 

support, exploring pitch, rate, and volume through my floodgates, and picking the furthest spot to 
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project to in the audience, I have sufficiently prepped my body for the vocal demands that will be 

encountered while being Bill North for an audience. The entire vocal warm-up and its objectives 

can be found in Appendix J.  

 The vocal warm-up does much in the way for the physical warming up of my body since 

the body and voice are synchronized so intimately, but there is still an element of getting adjust-

ed to the space that I will be performing in for the night’s performance. To acclimate myself to 

my surrounds onstage, I take time to explore the space while walking and talking as Bill. Re-es-

tablishing the spatial awareness of my brain and calibrating my brain to understand the physics 

of how Bill moves in my body and in the space insures that I will not encounter any surprises or 

hardships while navigating my body around the stage during the show. This helps to prepare my 

subconscious mind for any motion that happens onstage, such as my fellow actors moving on-

stage or not being shaken by any props or furniture being out of place when I enter the stage for 

my speeches. Essentially, the exploration of the space is a fail-safe for the unexpected. 

Putting on the Costume 

It may seem small, but wearing the costume of a character facilitates one of the most intimate 

and psychological changes that happens to an actor while getting into character. All of the work 

that I have put into creating Bill is met with a corporeal manifestation once I put on my costume. 

Wearing a button-up shirt, sweater vest, pleated pants, worn-out dress shoes, and spectacles 

transforms my outward appearance so much (Appendix B), that when I look in the mirror I see a 

shadow of myself standing before me. I am another person. A testament to the effect a costume 

has on an actor was seen when I first wore my own, modern-fit, slim khaki pants and tight-knit 

sweater. The clothes were more form-fitting and more readily restricted my movement in walk-
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ing, as well as my space for breath in talking. They also painted a mental image in my head, 

based on my reflection in the dressing room’s mirrors, that made me self-recognize as still being 

my younger self. Director Professor Sharon Ott and the costume designer, Megan Fudge, found a 

sweater vest that was more spacious and pleated wool slacks that gave my legs much more 

space.  After switching to the new costume, my physicality was granted more availability of mo-

tion. I had less stringent range of motion, and I was able to utilize more breath for vocal support 

and projection. As a mental image, my reflection now more accurately matched the age of Bill 

North, as I had envisioned him along the path of his creation. The clarity granted by putting on 

the costume is one that is reserved for late in the production process; it is the final step before I 

meet the audience and it is ultimately the finishing touch for my part of the process of creating 

Bill North. It then is time to unveil Bill North and live moment-to-moment as him for the next 

hour, while I work with the rest of the ensemble to tell the story of these characters.  

Meeting the Audience  

Nothing can prepare an actor for the instance of walking out on stage, adjusting to the stage 

lights that you have been under for a week of technical rehearsals, and slowly making out the 

tops of the heads of an audience. The realization that this work is no longer for me or my direc-

tor, but actually for people who have come to see theatre is sharp. It instantly raises the stakes of 

every moment and adds a weight of importance to everything that I have done as an actor and 

everything that my fellow cast mates and I will do before them. Unique to this experience, Bill 

has multiple instances of direct address to the audience. Direct address means a character, like 

Bill North, addresses or speaks to the audience directly. It is a hallmark of theatre that removes 

the barrier known as the “fourth wall” for the purpose of bringing the audience into the action of 
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the play. It makes them an actual, functioning part of the story that is being told and engages 

them in a way that blatantly tells them this world is not imaginary, it is as real as you are, and 

you are now a part of it as it is to become a part of you. Moments that have never been shared 

with anyone outside our company are now out in the world; people are responding to it. All of 

the work of analyzing the Amish lifestyle, hours of character development, and tribulations of 

intertwining all of our characters into one cohesive show all pay off simultaneously.  

 The impact of the show left most of the audience in tears, many of them were stunned 

or shocked to see the juxtaposition of humanity’s reach from darkness and destruction to love 

and forgiveness. They sat in silence and blackness until the lights came up for the curtain call, 

where the actors took their bows. I have never seen audiences so affected by a theatre experi-

ence. Feedback from them was then instantaneous and uproarious. We the actors were treated 

to a standing ovation and a truly grateful house of audience members. Our mission to elicit 

empathy for the unthought-of Amish in an audience was accomplished. My job of portraying 

their choral character of Bill North with naturalistic realism, while they stayed with us along 

the journey of The Amish Project was fulfilled. 

 After the final performance on Sunday, March 6, SCAD hosted a talk back where the 

audience was invited to interface with a panel of local clergymen from Savannah. The primary 

focus of the talk back was to discuss the themes that were presented by The Amish Project as 

they resonated with the pastors as well as the audience. I was nervous about the message’s re-

ception in our audience since this time it would be openly communicated back to us. My fears 

were misplaced since the very first mentioned theme of the talk back was forgiveness. Rev-

erend Michael Chaney picked up on the theme of forgiveness and love as it was present in the 
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Amish and even quoted my lines as Bill North to explain his understanding of who the Amish 

were, culturally. Reverend Chaney said “I think what the professor character [Bill North] said 

about there not being a ‘why’ really speaks to the divinity of forgiveness because these things 

happen in God’s plan, and the Amish really demonstrate the divine part of humanity when they 

forgive those who have wronged them in such a way.” (Chaney) This quote from Reverend 

Chaney showed me that the enlightenment of the audience about the culture and principles of 

the Amish reached the audience. Reverend Chaney, the rest of the local clergymen, and the au-

dience had been receptive of Jessica Dickey’s play’s message of forgiveness. They recognized 

it as a divine aspect of humanity, and understood it to be a part of their real world.  

The Future 

 Going from graduate school at Savannah College of Art and Design into the world of 

professionalism and real world art is as big a step in life as I would want to encounter, but I 

can say without a doubt that it is a journey I am eager and completely comfortable taking.  

 The culmination of my learning and development of my process as applied to the 

production of The Amish Project showed me a path ahead for the kind of actor that I will be-

come once I leave SCAD. Artists of all varieties have the unspoken yet understood respon-

sibility of taking it upon themselves not just to do slapstick, song singing, joyful plays, but 

to dredge into the heart of humanity and bring up the aspects that are not so beautiful. If an 

artist is to naturalistically represent humanity though the portrayal of a character, then they 

are tasked with showing the audience of society the good, the bad, and the ugly. I, for one, 

look forward to that challenge, armed with analytic skills, confidence in my acting methodolo-
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gies, belief in myself, and a heart full of passion for my craft, all thanks to my time as a graduate 

student at SCAD. 

Conclusion 

 My time and life experiences in SCAD classes and being guided by the faculty within 

the Performing Arts department have molded me into an actor that is more insightful, com-

fortable, and prepared for life as actor. Playing Bill North acted as the capstone of my artis-

tic growth at SCAD, and proved that I have successfully matched my passion for playing 

conduit characters with my skill set developed through training. To foster empathy and 

champion the ability of the human spirit to see beyond itself, when looking at the lives of 

others, is another experience that I have gathered in graduate school. I have found and re-

fined the tools that allow me to transform and embody the kinds of characters that have al-

ways spoken to my soul and fueled my passion for performance. I have become a connois-

seur of the finer points within my craft. I have become someone who does not face the fu-

ture with consternation or dismay, but rather someone who embraces the bright field of op-

portunity that lies before me.  

 Upon graduating, I plan to take the next step in the unfolding of my professional ca-

reer by moving to New York City. It has always been the dream of mine to pursue a mean-

ingful career capable of changing society one audience at a time in the theatre and enter-

tainment capital of the world. Thanks to SCAD, that dream shall be accomplished. I move 

forward with my eyes wide with excitement, my passion blazing, and my heart fuller than 



  Linke !42

ever with hope of success and fortitude for creation of the highest caliber in whatever medium 

of acting I find myself performing. 
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APPENDIX A:  

Rehearsal Journal 

Nov. 17 

We had our first read through of The Amish Project tonight. There potential that the playwright,  

Jessica Dickey may or may not attend one of the performances, but that is yet to be decided. In 

rehearsal, we tackled the pronunciation of the Pennsylvania Dutch words “uffgeva” and “oord-

nung.” It was also determined that when Steve or myself are not performing as Bill North, that 

we will be taking an ensemble role as either the fireman in the firehouse scene, or the reporter 

who interviews Carol Stuckey. What’s pretty cool about that is that, no matter what, both of us 

are part of each performance, but it might mean that I never get to actually watch the whole show 

start to finish.  

Jan. 6  

Our rehearsal today was to brush off the cobwebs that have accumulated over winter break, and  

to reacquaint ourselves with the script. Sharon has asked that we be off-book as fast as possible 

which looks to be pretty doable since Bill North has five fairly compartmentalized monologues, 

and the reporter has the shortest dialogue ever. We were also told to keep care in making sure 

each of the moments in the play feels fresh and new, as if we are discovering things for the first 

time each time. I think that works great for all of the character with the exception of Bill. I think 

there are moments in Bill’s direct addresses to the audience where he utilizes some of his com-

fort zones in teaching via lectures to make his points and share his insight into understanding the 

Amish.  
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As for the double-casting: there is the very good chance that the staging will look similar, if not 

identical since the two casts must work within the parameters of the same set, with the same 

lighting design. That was foreseeable. I think it should be fine since Steve and I have similar ap-

proaches to how we incorporate movement into our characters.  

Tonight, we also had the dramaturg’s report with information and historical lessons about the 

Amish. We covered mostly cultural and anthropological background, but also learned a great 

deal about their faith as well. My notes for this are kept in my spiral notebook.  

Jan. 7  

Today, we discussed the tech schedule for Amish. It looks like not only were we blessed with an  

elongated rehearsal period, but we have also made it possible for tech week to receive almost ten 

days. In rehearsal, one of Sharon’s exercises was to write down words or opposites (antitheses) 

we found popping into our head while listening to the script being read aloud. My words were 

“honest,”  

“burn/scar,””death/heaven,” and “brightness.” I think there’s a lot within the script that deals 

with humans’ perception of heaven and Christian forgiveness despite the darkness that exists 

within each of us. There’s something intrinsically beautiful in people, like the Amish, seeking 

simplicity and evoking peace as a means of healing. They seem to accept the world as it is, and 

do not seek to change their external world, but rather embrace the clarity and hope that they al-

ready find in themselves.  

We also talked logistics about the set and projections that will be used for the effect of Velda 

drawing. Minimalism is going to be this play’s best friend since so much of it is wrought from 

within the actors’ own souls, and shared via the acting. As for the logistics of Bill; we are delet-
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ing five years from his age to make it more believable that Steve and myself are playing him (I 

will probably wish I could do this again one day... when I am actually Bill’s age).  

Jan. 8  

The assistant directors were tasked with developing ensemble vocality for “Man enters Amish  

schoolhouse...” dialogue at the top of the show. Most of the options used growing the voices and 

exploring what volume could do in the space, but we also played with more rhythmic options as 

well. In the end, we opted to start from chaos, then join in with Carol for one final unison of the 

line before falling silent.  

Jan. 11 

Sharon has asked that each of us compose five different standing positions for pages one through  

sixteen. Mine were comprised with regard to Bill age mostly, but also with the idea in mind that I 

will probably be wearing some professorial clothes. I recorded them in my spiral notebook.  

Interestingly, I thought the exercise was a bit like the mié poses that we learned about in diverse 

voices, from Japanese tradition in Kabuki theatre. Perhaps a little less dramatic, more about 

freezing a bunch of actors in a space, onstage.  

Jan. 14  

Today, we worked on the ensemble movement for the Sherry poses. We decided to use 3-4  

second “melting” on cue words for when we echo what it is our Sherry is doing. I think a lot of 

the power behind the ensemble numbers is how our voices are joining one another in unison. It’s 

additive effect of having more than one or two people talking at once that really creates the 

punch for certain moments.  
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My notes today were to look for ways to speed up Bill North’s monologues. It’s a relatively short 

show once all of the pieces are put together. I think it might actually be close to an hour long 

once it’s all said and done.  

Jan. 19  

This rehearsal was largely focused on line bashing. We’re aiming for word perfect, so it’s a bit  

more time consuming and takes a lot more concentration than getting the gist of the lines, or go-

ing with the flow of scene. It’s totally doable, but it will take more time up front to get the lines 

perfect. It also means that it will demand a large portion of focus while performing, until the 

lines become more muscle memory.  

Image structuring will also help to expedite the process. It helps to clarify my images, and once 

those are established, I like to write my lines again and again, in my handwriting so that I can 

take some ownership over the words. I think just seeing the words written in my letters makes 

them subconsciously feel more connected to me.  

Jan. 22  

We had our first run through of the play today. I played Bill. My biggest concerns were  

remembering my blocking as it’s been set not just by me, but also Steve. It’s a weird feeling try-

ing to take ownership of another actor’s in-the-moment movement for blocking. I think after 

running it a few more times, I should be on track to make it my own.  

Sharon’s notes for me were to make Bill less referential and more to look to preceding scenes for 

how Bill chooses to interact with the audience and the others onstage. For me, Bill is brought in 

to counterbalance moments that have been fused with volatility from Sherry or Carol about the 

Amish, and it’s sort of Bill’s job to neutralize the animosity of those moments. We also landed on 
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the decision to make the JOY moment between Bill and Velda just between the two of them, as 

though it were a true memory. The rate of delivery of lines continues to be a hurdle as well. I 

think the key to that is going to be more assured memorization and more easily accessed images.  

Jan. 23  

This rehearsal was much more lax. We had another run through, but instead of playing Bill, I was  

the reporter. I think the most interesting thing about being the reporter is how out of nowhere the 

moment seems to be. Carol conjures up the dialogue in the middle of Bill’s firehouse monologue 

and it doesn’t seem to disrupt the flow or mood of the scene, overall. But, it does give further 

insight into just who Carol is.  

Jan. 26  

We focused primarily on spot fixes this evening. Since we are running the show back-to-back  

tomorrow, I think this helped fine tune the moments where we as an ensemble got a little shaky 

during our last run throughs. The blocking gets more and more supported and less hectic each 

time we run, and barring any catastrophic problems with memorization, we almost have a show! 

(Which is very exciting - especially this early int he game.)  

Jan. 27  

Running the show twice was a bit of a marathon. I think it’s lucky that I have Steve around  

because between the two of us, I think we were pretty successful in tracking the blocking of both 

of our characters. We managed to get through both of the runs without any major hiccups or 

breakdowns, which was a success in my book. I think the biggest concern of mine is going to be 

finding places where Bill can be sped up, without losing emotion connectivity or honesty in a 
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moment, especially given that other characters have heavier, slower moments on either side of 

my monologues.  

Jan. 29  

I worked with Emily Coleman today on making Bill sound older. Because I play opposite  

Sheridan, I was concerned about tapping into my lower register, via woofer sounds, but I think it 

will only add to the gravitas of the actors’ vocal soundscape for the show, on the whole. The big-

gest change is using chest resonance to generate the “boom” that will make me sound older on-

stage. It is yet to be seen how I will be made to look older...Haha.  

Jan. 31  

We had a run-thru today, and I played Craig. We also took time to meet with the costume direc-

tor, Megan Fudge. It’s always helpful for me to get a costume for a character. I think it has some-

thing to do with learning how to walk in someone else’s literal shoes that makes costumes the 

next big step in my physicalization for characters.  

Sharon asked that each of us in the ensemble also create fully fleshed out bios for our ensemble 

characters so that we may have more specificity to each of the choices we make onstage. I think 

it’s an excellent idea, plus I love the openness of being able to create for a character with so little 

given circumstance because they are left completely open for my interpretation.  

Feb. 8 

Our rehearsal was pretty quick and painless today as well. We discussed the roles of each actor  

beyond playing their characters onstage. I think being part of process where the actors, designers, 

and technicians are not separate, but one in the same group is a really cool experience. There’s a 



  Linke !49

unique ownership within the cast since we are to be responsible for the execution and success of 

the play from top to bottom and inside out.  

Our big assignment for tonight were the character interviews. It was basically the most extensive 

version of the Expert Game in improv. I relied largely on my character analysis work that was 

assigned in PERF 778. And, most of the questions were reflective of the kinds of questions that I 

had asked myself already in the assignment. I also had moments of discovery while answering, 

and listening to Steve answer about Bill North.  

I made my Bill North single, opting instead to be married to work. I feel there’s something beau-

tiful about a professor of something like American religion being fully dedicated to his field of 

study. I also think it makes him more apt to spend time with the Yoder family since he wouldn’t 

necessarily have a family of his own.  

Feb. 10 

The run-thru today was me as Bill. It’s always interesting to see how my cast mates have made  

changes when we’re away from one another for awhile and Sharon and the AD’s have time to 

work one- on-one with individuals. I love seeing what Cece and Sam bring in to rehearsals after 

we’ve been away for awhile. It always forces me to either knock up my game a bit, or at the very 

least it creates a new atmosphere with new energy for my Bill to react to.  

My primary wedge for the night is to focus on making specific moments new and fresh for Bill 

throughout all of his monologues. I think “like a home football game-“ is a great chance to make 

Bill more approachable and more connected to audiences, if he can pull that kind of idea out of 

his metaphor bag.  
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Feb. 13 

Another run through and it brought to light a lot of work that needs to be done, on my part for the  

sake of owning my blocking more. I’m also struggling to maintain idea arcs across my whole 

monologues. I think it’s a challenge especially when I switch back and forth between my two 

characters since I have 48 hours between playing Bill and getting notes on my performance after 

each run. We also were able to establish very clear moments for exits and entrances tonight, so 

that makes me feel more comfortable in regard to getting on an off the stage.  

Feb. 17 

We had our “best run yet” according to Sharon. It was kind of funny, since I was playing re-

porter, I didn’t feel particularly hurt, but the look on Sam’s face was priceless. We talked about 

how it would drive us forward for the rest of the rehearsals and performances. Until we get 

Sharon to say that one of our runs is the best run of the show, we will not rest! It’s the perfect 

motivator!  

Feb. 18 

There was not more calling for line in today’s run through. A true sink or swim run! We had a  

very successful run, regardless of the added challenge of not being able to call for line. I think it 

had a lot to do with the partner warm-up that Emily prescribed for us before the run. We were 

invited to breathe in our character’s realities. We also re-staged the ending of the play for getting 

the other characters besides Velda and Carol onstage for the ending. A final piece in shaping the 

play as an entire piece.  

Feb. 28 

We had our first dress rehearsal today, after tech. It was fairly successful, despite us going for so  
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long without a run under our belts. Luckily for me, I was only tasked with playing the reporter 

(which was difficult enough after adding in lights and sound cues). Tomorrow, playing Bill may 

be a totally different feeling, especially since we’ve added a lot of design elements to how each 

moment is executed. Only time will tell.  

Feb. 29 

Our second dress rehearsal was a bit of a slog, but that was to be expected for a run where we  

were brushing the rust of our performances. I think the two dress rehearsals per cast is an excel-

lent idea, and definitely one that we will need given the ground that we lost during tech week.  

Mar. 1  

Final Dress 1! It’s here, and it is very present. The show has a palpable heartbeat, and I think the  

audience will definitely respond to that. I think the ensemble has maintained a strong connection 

to one another, and we have grown exceptionally close - which was in danger given we spent so 

much time together over tech week. Our largest challenge as an ensemble continues to be to 

owning the physical voices of our characters and the projection required to fill the Mondanaro. 

It’s actually really difficult, mentally, to accomplish sustained projection for this piece because it 

is a collection of monologues; once one actor is done speaking, there is a pause and then the next 

actor begins speaking. Because there is no continuous sound or dialogue between the actors, I 

think it gives us each time to “cool down” once we take the reigns from each other. So, it be-

comes a personal wedge for me to stay vigilant in maintaining the vocal energy throughout my 

entire performance.  
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Sharon’s reflection on the aforementioned note was to sustain the continual thought and energy 

behind our speeches. I think that note is the exact way in to getting the physical manifestation of 

physical presence, vocally.  

Mar. 2  

I took several notes for myself, during the run. We weren’t as rusty as the last time we ran, but  

having just a handful of people present for the performance completely changed our dynamic and 

how we operate as an ensemble. I don’t think there’s anything more difficult in life than being a 

“funny” actor, and having no laugh lines while being surrounded by other actors with funny 

moments. It demands constant presence and focus to remained grounded and honest, because the 

inherent need to be liked and thusly laughed at is playing in the back of my mind. But, Bill is not 

there is to laughed at, or really even to be liked directly. He’s there to elicit understanding and 

empathy from the audience for the Amish - to be the bridge between villages. And owning that 

responsibility is something that challenges me as an actor, and why I was so eager to play this 

role.  

Mar. 3  

It’s interesting: when I play Craig during runs and performances, I have enough space left over in 

my brain to absorb more of what is going on around me in times of ensemble work. Listening to 

the other actors onstage, staying in my light, and staying on top of my cues don’t overflow my 

brain capacity, and so I’m left sending feelers into the audience. Tonight I felt that audiences, 

when faced with such stark material, look to relish laugh lines and lighter points more so than 

they would in a realist piece or even comedy. I think the balance of light and dark is something 
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that we never directly addressed as a company (for the best), but have figured out collectively, 

and I believe that to be one of the greatest successes of our production.  

From a performer’s preparative perspective (say that three times fast), I worked further to differ-

entiate Craig from Bill. If Bill is to exist in my spirit and body as an older, more mature soul, 

then I think Craig making Craig younger, lighter, and more impetuous than he has been previous-

ly. This isn’t a new thought, it’s just the first time I’ve entered in my journal to articulate why I 

feel they’re such different characters, and why I need them to be completely separate. I need 

them as separate as possible because there are still pangs of motivation to leave the stage when I 

hear an exit line for Bill, despite the fact that I’m playing Craig. It’s like having split personality 

syndrome, and to keep the two distanced I focused on their vocality. During my warm-up for 

Craig, I primarily focused on engaged more of my tweeter in my blend to raise his voice, pitch-

wise. His vocal energy lives much closer to my own, in regard to rate and pitch. Tomorrow, the 

opposite will be true for Bill. I will focus on my woofer to engage a lower register for my blend, 

and utilize a slower rate, as is more normative for my Bill character.  

Mar. 4  

I played Bill North tonight! The audience was much older, and more attuned to the work of the  

piece than I think we experienced last night, and it made for a deeper albeit different production-

audience relationship. I think they were still appreciative of the humorous moments of the play, 

but the weight of the piece and severity of the topic and themes at hand really seemed to hit 

home. As an actor, nothing else feels so successful as knowing that your work has impacted an 

audience to the point that they have been affected and may leave talking about the ideas that your 

work has just reflected in society.  
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Mar. 5  

The nights that I have the privilege of playing Craig have become intrinsically fun because I 

have so much time to be off-stage, and listening to the audience’s reactions. It’s one of my fa-

vorite things to do; it has been since I started acting thirteen years ago. Watching the audience, 

hearing them, or just feeling their collective energy tells us more than we could ever hope to 

learn by directly asking them to explain their journey after experiencing theatre. The Amish 

Project is the perfect example of this study because it has gorgeous moments of tension, laughter, 

and heartache. All felt in the audience via the atmosphere. I thought tonight’s performance 

avoided the dreaded second-run slump for this cast, and it gives me hope for tomorrow’s perfor-

mance. It helps to have such a complex, fast piece that we’re sharing because it happens and then 

is over just as it feels it’s beginning. There’s never a mood that gets stale or moment that gets 

dragged out. It’s a lean, mean theatre machine.  

Mar. 6  

Closing performance, and we still have enough energy backstage to take this show on for another  

two weeks at least! It’s such a blessing to have a show that feels like it still has so much to give, 

even as it is coming to close. The actors don’t seem to have run out of steam (probably because 

the double-casting has allowed for us to share the workloads of the more demanding roles), the 

ASMs, and ADs are still enthusiastic about having audiences see the work they have had a hand 

in creating, and Sharon came to each and every performance, which was wonderful because I 

think each night was a different experience. (I’m used to directors coming to opening and then 

not seeing them until they’re casting their next show.)  



  Linke !55

I thought the talkback was very energized, and the messages that the pastors had to reflect on and 

discuss were very clear and resonated with the play, marvelously. I think that speaks volumes as 

to the clarity and effect of the piece; that the themes picked up by audience members were what 

we as a company sought to elicit. Forgiveness, love, healing, faith, and humanity were all bril-

liantly covered; I think Jessica Dickey would have been proud to see her work reach people so 

spiritually and directly.  

As for the reflection of my personal performance: I feel very proud of my accomplishments in 

the physicality and vocality of both Bill North and Craig. I think they existed as completely sepa-

rate and whole humans. The balance of emotional honesty and connectivity was present, but not 

over-powering for Bill North. The fact that Anna and Velda, and Amish community, at large, are 

so dear to Bill made the balance of aid and loss a hard one to maintain. It would have been so 

easy to make him distant and unfeeling and just a stoic who was there to deliver a message on 

behalf of the Amish. Or, on the flip side, to make him an emotional wreck who would have failed 

to serve as a strong enough vehicle to discuss the Amish after a very personal tragedy. He had to 

feel, but keep emotions in check. It’s one of the most interesting oppositions that an actor can be 

tasked with, and I was happy to feel that inside myself. 
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APPENDIX C:  

Script Analysis (Wainstein) 

I. What  
A. Context: Residents of Nickel Mines, Pennsylvania are coming forth to discuss their feel-

ings, interpretations, and opinions regarding the schoolhouse shooting that took place in 
Amish country, in their town.  

B. Language: The language is a balance of realism and surrealist imagery. Some characters 
discuss the concrete facts and events of what they saw. Other wander through metaphors, 
analogies, and emotional imagery to explain their place in everything.  

C. Relationships: Bill North is a close friend of the Yoders. He has known Aaron Yoder for 
over 30 years, and knew Anna and Velda since they were born. He was also a friend to 
many of the other Amish families who were affected by the shooting within their com-
munity. He was separate, but close to the Amish.  

D. Plot: The play opens with the Velda, giving the audience and insider’s look into the life 
of her Amish family. She explains some of the basics of Amish life and where she is 
coming from. Velda is then quieted momentarily for Anna, her sister, to speak. Anna dis-
cusses much of the same stuff as Velda, but from her older perspective within the Amish 
community. Then the two leave and the ensemble introduces the character, Carol Stuck-
ey, the gunman’s widow as she narrates her everyday life since the shooting. Next up, 
Bill North opens a sort of town hall press conference, at the firehouse. Bill begins the 
task of educating the non-Amish about who the Amish are and why it is so important to 
maintain their privacy via respect during the following days of the tragedy. Sherry Local 
is the next character to speak. She speaks from a place of a non-Amish, on the outside 
looking in at the shooting. She gives her two cents about the Amish’s forgiveness and 
criticizes them for forgiving the trespass so easily and quickly. The focus shits over to a 
young Latino American girl, America. America discusses her previous interactions with 
Carol Stuckey and how she seemed normal. America offers a perspective from a non-
Amish, non-White cultural standpoint within the Nickel Mines community. Eddie Stuck-
ey, the shooter is the next character to address the audience. Eddie regales the audience 
with stories of his and Carol’s past rather than the reason he committed the atrocity. Once 
Eddie finishes, Carol and Sherry reflect together, yet separately an encounter they shared 
at the Giant Foods. Sherry publicly shamed Carol which led to Carol having a meltdown 
which caused her to explode at America before bolting from the store. Carol remembers 
the story and then begins to reflect on the tragedy as it must have happened. Anna, Velda, 
their brother Elam, and Eddie go through the dialogue and motions, recreating the shoot-
ing before the audience. It ends just before Eddie opens fire. Bill enters for a third time 
and explains why the Amish, who normally reject the idea of charity, are accepting chari-
ty on this occasion, and explains that to the Amish, there is no “why,” just that things 
happen for a reason. Carol is seen next telling the audience about her encounter with the 
Amish following the shooting; the Amish are bringing food into her house for her and her 
sons. She talks about Aaron Yoder specifically and how with a look, a single word is 
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burned into her brain. Bill enters again and reflects on his experience with the Amish first 
came when he was sophomore in college - he was driving his car and struck a young 
Amish boy. The boy’s parents held him the ER, while their son received care and told 
that things would be all rights. Bill reveals that the boy he struck was Aaron Yoder, his 
long-time friend. The play ends with Carol and Anna jointly telling a story about how 
they are able to leave their bodies and soar around their world seeing things from a bird-
like perspective, looking into the lives of those around without being there.  

E. Given Circumstances 
1. When: October 2006 
2. Where: Nickel Mines, PA 
3. What: Bill and Yoder family exist at a press conference. America exists at her job at 

Giant Foods. Carol has her home, as does Sherry. Eddie, Velda, and Anna exist in an 
ethereal, afterlife setting; neither alive nor totally gone. They all occupy the town of 
Nickel Mines, where Amish live juxtaposed to non-Amish, or Englishmen.  

F. Backstory  
1. Bill meets Aaron Yoder after he runs over him with his car, in college. They remain 

friends from then on.  
2. Eddie plans to molest and kill the Amish girls, and so he takes zip ties, KY jelly, and 

guns to the schoolhouse. When the police are called and arrive, Eddie shoots 10 girls 
and then himself.  

G. Primary Motivation Spark: Eddie Stuckey, the local milkman, commits a mass murder of 
ten Amish girls.  

H. Climax: Carol and Velda recall the tragic incident as it is recreated in front of the audi-
ence.  

I. Resolution: After reliving the murders, Carol comes tot terms with the idea of forgive-
ness through love. It is forgiveness that allow Carol to take her first step towards peace.  

J. Super-Objective: To create empathy through forgiveness as demonstrated by the Amish.  
K. Moral, Ethical Landscape: The Christian-moral basis of the Amish are at the epicenter of 

the play. Other characters judge the foundation forgiveness at the core of the Amish be-
lief system, while some downright condemn it. The idea of grace in humanity stems from 
the idea of live being the root of forgiveness.  

L. Political Structure: The dichotomy of Amish culture and modern, American culture exist 
separately and peacefully until the incident. There are hierarchies of power within either 
world, especially the non-Amish world where America and minorities sit near the bot-
tom, the Stuckey’s exist in the middle, and more Christian, affluent people like Sherry sit 
at the top.  

II. Who  
A. Protagonist: Carol Stuckey / Antagonist: Sherry Local & Eddie Stuckey 
B. Major Conflict: Carol is working to come to come to terms with the loss of here husband 

after the tragedy amidst the Amish forgiving Eddie and caring for her and her sons. This 
behavior confuses and angers Carol. 
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C. Minor Conflicts: The very private, isolationist Amish community of Nickel Mines is 
thrown into the public spotlight. Sherry Local stands agains them, while Bill North tries 
to educate and bridge the gap of understanding between the Amish and non-Amish. 

D. Minor and Major Characters 
1. Carol Stuckey 

a) Personality: resilient, grief-stricken, unassured, and broken. Carol is at the end of 
her wits.  

b) Physicality: slumped, unkempt, over-wrought, and depressed. She is also hopeful 
that she and her sons may be able to live and move on by the end of the play.  

c) Strength of Will: 8 out of 10. 
d) Relationships: Enemies with Sherry Local, at odds with America and the Amish. 

She is torn between loving and feeling something very different towards her de-
ceased husband.  

e) Morality: Carol does not identify as a Christian, nor does her moral compass re-
flect beatitudes of Jesus Christ. Rather, she is trying to decipher her own interpre-
tation of feelings about justice and forgiveness.  

f) Occupation / Social Class: Unemployed, and she sits near the bottom of the mid-
dle class, and will probably fall further down the socioeconomic ladder now that 
her husband is dead.  

g) Values / Goals: Her main value is keeping her family together which feeds into 
her goal of keeping her sons protected and getting them through their lives with-
out their father now.  

h) Age: mid-30s, energy level: 6 out of 10 (beaten but not out), style: raggedy and 
unrefined, carriage: weakened as though internally injured, sound: soft, but with 
moments of explosive sound, dialect: General American with a bit of rural Penn-
sylvanian.  

2. Bill North  
a) Personality: calm, calculated, warm, diplomatic, educated, and firm. Bill is tra-

versing something that he has never done before, but feels a motivation that he 
must follow.  

b) Physicality: sturdy, measured, direct, upright, cool, and gentle.  
c) Strength of Will: 7 out of 10.  
d) Super-Objective: To enlighten the non-Amish about the culture of the Amish.  
e) Morality: Professor Bill North is an American Religions professor, and thus be-

lieves in what he teaches; the beatitudes of Jesus Christ and the principles of for-
giveness and love are deeply important to him and how he lives his life.  

f) Occupation / Social Class: Professor at a local university. Directly middle-class.  
g) Values / Goals: He values social peace and respect amongst mankind. His goals 

are to spread the idea of love and peace whenever the opportunity arrises, and 
taking the helm for the Amish while they navigate this post-tragedy time is one 
such opportunity to help.  
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h) Age: 50, energy level: high, 9 out of  10. style: careful, direct, stern but affable. 
carriage: respectful, upright posture, gentlemanly. sound: educated, but not posh. 
dialect: General American with a touch more refinement than those around him. 

III. Why  
A. Theme: Forgiveness, love, healing, community, humanity, caring.  
B. Main Idea: That inside the concept of “love” there is a path to healing and that path is 

forgiveness. It is divine.  
C. Seed: Forgiveness  

IV. How 
A. Dialogue: There is no direct dialogue, only a series of monologues. The monologues are 

intertwined and inform one another, but do not take place directly between characters. 
For instance, Carol rails on Aaron Yoder and the Amish for bringing food to her house 
for her and her sons, which sparks the next monologue of Bill’s to tell of when he experi-
enced the forgiveness of the Amish firsthand. The dialogue also encompasses Pennsylva-
nia-Dutch words the Amish use to explain things that are uniquely Amish. The word 
choices indicate that the play is not in an urban setting, or even a suburb, but rather in a 
very rural, farming community.  

B. Moods / Atmosphere: The moods of the play vary wildly depending on which character 
is speaking at the moment. When Sherry speaks the mood is bleak and harsh; often it is 
the same for when Carol speaks. When America or Bill speaks the mood is lighter, 
warmer, and calmer. When Velda speaks the mood is light-hearted and bright, until the 
end when she revisits the death of the Amish girls, then it is dark.  

C. Genre: Fictionalized retelling of a real event.  
D. Style: For the characters Bill, America, and Sherry the style is realistic. Nothing super-

natural or imaginary happens. For Carol, Eddie, Velda, and Anna the style drifts between 
realism and into surrealism with dream-like sequences of flying (for Anna and Carol). 
They talk about things happening that could not be real in our world, but happened to 
them nonetheless. 
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APPENDIX D:  

Character Analysis (Wainstein) 

1. When does my character live? Past, present, or future?  
      Bill lives in the present day of  the play, October 2006.  

2. Where does my character live? Country, city, suburbs?  
      Near Nickel Mines, PN. In the country, but close to the Elizabethtown College, where he 
teaches.  

3. What is the socioeconomic background of my character? 
      Middle-class. No exotic frills or sports cars, but a decent sedan, and small house. Somewhere 
in the vicinity of  $55,000 / year.  

4. Does my character work? 
      Bill is a professor of  American Religion at Elizabethtown College. He works as a full-time as-
sociate professor. (Tenured track) 

5. What is a typical day for my character?  
      Most days, Bill wakes up in the morning at 6AM, makes coffee, and drives to Elizabethtown 
College, where he teaches an 8AM course, 5 days a week. He also has a noon class, and an after-
noon class. His office hours are at the end of  the day from 2-5PM. Afterwards, he goes home. His 
evenings are spent among friends from the college, in Amish country. Weekends are also spent 
with friends in Nickel Mines, usually visiting the Yoder family, and socializing.  

6. Who lives with my character and what are their relationships?  
      Bill lives alone, but he does not spend all of  his time alone. Aaron Yoder and his family are 
close friends, and are counted as family.  

7. Who else heavily influences my character?  
      Aaron and the Amish of  Nickel Mines heavily influence Bill. They are a paradigm in how he 
measures the subjective moral and ethical ways of  the world.  

8. Is my character very religious, political, or otherwise a member or some kind? 
       While Bill teaches religion, he is not a fundamentalist. He believes in the interpretive power 
of  faith in the Christian tradition. His moral beliefs follow the beatitudes of  Jesus Christ, and he 
leads a pious life.  

9. What is my character’s biggest life goal? 
      To spread the passion and promote understanding of  the Christian faith, especially the Amish 
lifestyle, as it pertains to Americans. He pursues this in his career, as a college professor.  

10. What is my character’s biggest goal within the play? 
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      To educate as many folks as possible, while alleviating the tension of  having heavy intrusion 
in the Amish people’s lives, in Nickel Mines.  

11. How does my character’s motivation change from the beginning of the play to the 
end? 

      Bill’s motivation remains largely unchanged throughout the play. As a professor, his aim is to 
educate, and that is his primary tactic throughout, to meet his super-objective of  promoting un-
derstanding between two different peoples.  

12. What is the primary emotion my character has throughout this piece? 
     Bill is mostly hopeful. He hopes that the Amish will be allowed to heal in their own way, 
peacefully. And, he hopes that the outside world will have a new perspective and empathy to-
wards the Amish and their culture.  

13. What other emotions are affecting my character underneath that emotion? 
     Grief, sorrow, anxiety, and determination are also driving Bill forward.  

14. Does my character have mental or emotional difficulties, illnesses or tics? 
     Bill is largely a normal man. He is mentally stable, caring. No illnesses or tics.  

15. What kind of self-esteem does my character have?  
     Bill has a solid confidence, particularly when dealing with his scope of  study. He is not egotis-
tical, nor is he depressed or downtrodden.  

16. How does my character relate to the outside world? 
     He interacts with the outside world in a way separate from how he reacts with the Amish land. 
In the modern world, he functions perfectly normally, but feels less welcome. While in Amish 
land, he feels a particular sense of  belonging, and interacts quite naturally with them.  

17. What props or scenic elements does my character relate to within the play? 
    There are not props or scenic elements that Bill (or any other character, really) that he interacts 
with, or that hold a special relationship, in Bill’s mind.  

18. How do those props/scenic elements develop my character? 
    They do not.  

19. What emotion should the audience feel toward my character?  Sympathy, hate, 
friendly? 

    The audience should feel trust and comfort towards Bill. He is largely the most emotionally 
stable character onstage, and acts as the tour guide for them, as they dive into Amish culture, and 
learn about what happened on October 2nd.  
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20. In the beginning of the play, what do we discover about my character? 
    We discover that he is to be the messenger for the Amish, as they respond to the violence that 
has recently been stricken upon them. We learn he is a teacher, and that he has a keen knowledge 
and first-hand experience in interacting with the Amish people. He also an expert on their cul-
ture and lifestyle. He is someone to listen to, for foundational understanding of  Amish religion.  

21. In the middle of the play, how does my character grow and change? 
     Bill becomes more aware of  the confusion, consternation, and anger in the community sur-
rounding the Amish country of  Nickel Mines, PN. He is made painfully aware that not all people 
believe or even respect the Amish approach to forgiveness and healing after the tragedy. Instead, 
they belittle the Amish and their way of  life, and Bill is witness to a lot of  misunderstanding and 
ignorance around him.  

22. At the end of the play, what will happen to my character? 
     Bill will continue to have a life dedicated to teaching others about the ways of  the Amish and 
their culture, and will be a continuous help to the Yoders and other Amish families as they tra-
verse the unwanted public eye being placed on them. His friendship with Aaron will be made 
stronger as he remains there for his friend, for support.  

23. How important is my character to the action of the play as a whole? 
     Bill drives forward the framing plot of  the play. He is the catalyst for making the plot of  the 
press conference move forward, and he acts as a counter balance to the likes of  Sherry as a voice 
of  reason and acceptance for the Amish families.  

24. When does my character help the plot along and how? 
     Mostly at the beginning of  the play; Bill serves to launch the conversation about the Amish 
and their forgiveness and their ways into motion. He leads the press and those at the conference 
meeting through what it means to be Amish, and how the Amish are solving their issues.  

25. What is the most important element to my character: family, love, or career? 
     The most important element to Bill is peace. Peace is what he is striving to re-establish for the 
Amish and explain to the non-Amish folks around the tragedy. It is the driving force for his ac-
tions in each of  his monologues.  

26. How old is my character?  What major historical events have they lived through? 
     Bill North is 43 years old. He has seen the Korean War, Desert Strom, Afghanistan, and Iraq 
wars. He saw 9/11. He has not seen Facebook become prevalent or Twitter, iPhone, or YouTube 
usage. There is still an air of  naivety about the unconnected world.  

27. Does my character have children?  How does (s)he feel about them? 
     He does not have children, but that makes his relationship to Yoder family that much deeper 
and more important.  
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28. Is my character manipulating or being manipulated by anyone? 
     No. Bill does not employ manipulation, nor is he being manipulated into doing anything or 
acting a certain way.  

29. Does my character have a hidden agenda or a deep secret? 
    Bill’s deep secret is revealed at the end of  the play - that he hit Aaron Yoder with his car.  

30. Who are they hiding this from?  Another character?  The audience? 
         They are hiding it from the audience, until they have a foundational understanding of  how 
the Amish forgive. Then, he tells them about his experience with their path of  forgiveness for the 
promotion of  healing.  

31. How strong are my character’s emotions in this piece?  Pure hatred?  Mild lust? 
     Bill has a sense of  devout faith throughout the entire play. He fulfills the purpose of  trying to 
be a support for Aaron and his family after the girls’ death. He also has unwavering hopefulness. 

32. What is my character’s greatest fear? 
     His greatest fear is that the Amish will be reviled negatively for their pacifism, or that the igno-
rant voices involved in the event will be heard louder than his and those of  reason and peace.  

33. What is my character’s greatest accomplishment? 
      Generating the lifelong friendship with Aaron Yoder and remaining an included outsider, in 
the Amish community.  

34. What is my character’s motivation in each unit of the piece?  Does it coincide with 
or conflict with other character’s motivations in those units? 

     Bill’s motivation in the beginning, middle, and end is always to promote peace and to educate 
non-Amish on the ways of  the Amish. These goals are at odds with the voices of  anger and disre-
spect for the Amish culture, like Sherry Local.  

35. Does my character have their wants achieved at the end of the play? 
      His wants are greatly accomplished by the end in that Carol bears witness to the caliber of  
people that the Amish are, as they help her family in the wake of  the tragedy.  

36. If not, will my character ever have those wants achieved? 
     He has them answered for the purposes of  the play, and largely the public response was posi-
tive, in admiring and emulating the Amish’s approach to forgiveness and healing.  

37. What person or fictional character does my character most remind me of? 
     He reminds me of  a recent Gary Oldman character, like Commissioner Gordon in The Dark 
Knight, or something similar. I could also see him being a younger Dustin Hoffman character. 
Both gentle, with kindness, while having a stern core to call up from.  
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38. If I met my character, how would I react to them? 
      If  I met Bill North, I think that I would drawn to his passion for something which I am large-
ly unfamiliar. I find Amish culture intriguing as they actively choose to remain isolated from our 
world of  modernity and technology. I would ask him questions (as he is an expert), and I would 
be curious how Amish religion differs from a Catholic tradition in the scope of  Christian moral 
ethics and faith, since those are what I am more accustomed to. I think Bill is probably similar to 
the half  a dozen theology professors I had classes with in undergrad; someone who felt a com-
pelling need to pursue the academic understanding of  a faith, in humanity, and then made it 
their career to spread that education. These people always fascinate and in a way inspire me. In 
short, I think I would really like Bill North. 
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APPENDIX E:  

Uta Hagan’s Questions (Hagan) 
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