
  EMERSON COLLEGE 
GRADUATE STUDIES 

 
 
 
 
 
 
 

On Character: 
How Playing a Character Can Affect the Development of the Adolescent Self 

 
 
 

A Master’s Thesis 
 
 

submitted by 
 
 

Emily C. A. Snyder 
 
 
 

to the Graduate Faculty of Emerson College 
 

In partial fulfillment of the requirements for 
the degree of 

 
 

Master of Arts 
 

in 
 

Theatre Education 
 
 
 
 
 
 

Emerson College 
Boston, Massachusetts 

May 2009 
  EMERSON COLLEGE 

GRADUATE STUDIES 



EMILY C. A. SNYDER ON CHARACTER © 2009 1 

 
 
 
 
 
 
 

On Character: 
Role and Adolescent Development 

 
 

A Master’s Thesis 
 
 

submitted by 
 
 

Emily C. A. Snyder 
 
 
 

to the Graduate Faculty of Emerson College 
 

In partial fulfillment of the requirements for 
the degree of 

 
 

Master of Arts 
 

in 
 

Theatre Education 
 
 
 
 
 
 

Emerson College 
Boston, Massachusetts 

May 2009 
 
 



EMILY C. A. SNYDER ON CHARACTER © 2009 2 

On Character: 
How Playing a Character Can Affect the Development of the Adolescent Self 

 
 
 

Emily C. A. Snyder 
 
 
 
 

Approved as to style and content by: 
 
 
 
 
____________________________________________________ 
Dr. Robert Colby, Chairperson of Committee  Date 
 
 
 
 
____________________________________________________ 
Roxanne Schroeder-Arce, Member    Date 
 
 
 
 
 

 
 
 

______________________________________________ 
Dr. Robert Colby,     Date 
Graduate Program Director 
Department of Performing Arts 
 
 
 
 
______________________________________________ 
Dr. Donna Schroth, Director of   Date 

    Graduate Studies 
 



EMILY C. A. SNYDER ON CHARACTER © 2009 3 

 
 
 
 
 
 

For those who have been 
There and Back Again 



EMILY C. A. SNYDER ON CHARACTER © 2009 4 

Acknowledgements 

 

 

This paper would not have been possible without the help and support of others.  

First thanks belong to those who participated in the study and to their families.  It’s not 

often one is allowed to sit down with Hamlet, Romeo, Cassandra, Mireille or Mother 

Gibbs.  Their openness and candor are the heart and soul of this study.  Many thanks as 

well to my own family and friends, who dutifully nodded as I expostulated about my 

findings into the wee hours of the morning.  Thanks as well to Magda Romanska, in 

whose Performance Studies class the preliminary draft and presentation of this topic was 

formulated.  To Roxanne Schroeder-Arce, my thanks for taking on this project with 

enthusiasm, even in the face of a deadline!  Most importantly, however, I would like to 

offer my sincerest gratitude to Robert Colby whose unwavering support, gentle 

remonstrations, and thoughtful insight have not only helped shape this study and its 

findings, but have also shaped my own self. 



EMILY C. A. SNYDER ON CHARACTER © 2009 5 

Abstract 
 
 

On Character: 
How Playing a Character Can Affect the Development of the Adolescent Self 

 
By 

 
Emily C. A. Snyder 

 
Emerson College 

May 2009 
 
 
 
 

Chair: Robert Colby 
 

This thesis is a study of how and under what circumstances taking on a theatrical 
character can positively influence the development of the adolescent and young adult 
self.  By interviewing five actors (Hamlet from Hamlet, Romeo from Romeo and Juliet, 
Mother Gibbs from Our Town, Mireille from Bearskin, and Cassandra from King of 
Fools) and then examining the data for patterns, the author draws conclusions which will 
hopefully prove valuable for directors of youth programs, future playwrights and for the 
actors themselves. 
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I.  INTRODUCTION  

[When] I put [the Hamlet coat] on now, I feel this weird sense of emotions 

and feelings coming back.  I feel as if I’ve lost a lover sometimes.  When I 

put on the coat, I feel as if I’m a little depressed, just a little down.  [I] 

think it’s all the black!  But then I feel very…not commanding, 

more…royal, in a way.  Like there’s more purpose.  (“Hamlet” Personal 

Interview) 

THERE AND BACK AGAIN  

There are a hundred ways to describe the experience of acting.  But perhaps the 

terms of fantasy may serve best.  Alice stepped through a looking glass and found a 

world that literally mirrored her own, in that it was opposite to her real experiences; it 

was a world in which she could be Queen.  Tolkien’s Hobbits who set out on adventures 

never returned quite the same: the Frodo who delighted in fireworks is not the same 

Frodo who threw the One Ring in the fires of Mount Doom.  Lewis’ children tumbled 

through a wardrobe into another world, where they grew up and became Kings and 

Queens of Narnia.  But when they came back to reality, they were seen as mere children 

again, to be sent back to school and all its drudgeries, until such a time as they were 

allowed to return to the place of their adulthood once more. 

This is acting.  Each actress is Alice, stepping past the proscenium to a world 

where stage left is actually right.  Each actor is Frodo, toiling for something greater than 

himself.  And, particularly for the adolescent actor, each show is an opportunity to go 

through the wardrobe, to grow up, to become a Queen, to become a King. 
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The difficulty is that in modern American theatre for and with adolescents and 

young adults – that is, the theatre with adolescent actors: high school programs, summer 

shows, etc. – the concern is too frequently with the production and not with the process.  

The ultimate aim of such programs is to successfully produce a show: to have lines 

memorized, relatively few glitches, much audience laughter, and a large box office.  The 

focus in this scenario is directed toward the effect of the play upon the audience (and by 

extension the finances of the producers).  The effect of the play upon the actors is almost 

incidental. 

Despite this, adolescent actors have time and time again found their way through 

the wardrobe door.  Without our knowing it, and right before our eyes, they have tried on 

the heavy crowns, they have fought their dragons, gotten the girl or the boy, and even 

shuffled off the mortal coil, night after night after night.  While adults worry whether 

light cue thirty goes off, we miss the most important thing going on.   

HYPOTHESIS 

Over the course of a decade plus working with adolescents and young adults as an 

actor, director, teacher and playwright, I have had the unique opportunity to both 

experience and watch other young thespians experience these mirror moments, these 

wardrobe worlds, these Significant Roles.   

At first, as an actor, I thought my own looking glass experience unique: a 

providential collision of events off-stage and roles on-stage revolving around a similar 

theme in my life which led me to better understanding and development of my sense of 

self.  However, since directing adolescents and young adults, I have found that far from a 

singular occurrence, such a connection is – if not common – then certainly regular.  Time 
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and again actors connect with a role, relate it to their own lives and use these experiences 

to shape themselves and their futures. 

A hypothesis formed: 

Taking on a character in a play could positively affect an adolescent’s or young 

adult’s development of the self. 

The next logical step seemed to be to search for evidence that addressed this 

hypothesis, by interviewing those actors who had indicated that their lives had been 

somehow significantly affected by taking on a theatrical role.  A proposal was submitted 

and approved by the Emerson College Human Subjects Review Board, allowing the 

study to commence. 

AREAS OF STUDY  

Interview subjects were invited based on the following criterion: the actors must 

have of their own volition already indicated to me that they had been affected by at least 

one Significant Role.  The actor who played Hamlet had often spoken with me about how 

deeply affected by that role and several others he had been; the actor who played Romeo 

wrote to me a few weeks after that play had closed, attempting to articulate how changed 

and “grown up” he now felt.  The women tended to be more subtle: by and large, they 

would drop hints such as, “Oh, I miss such-and-such a role so much,” but, with the 

exception of Mireille who spoke often and freely about her character, the women were 

hesitant to put themselves forward.  However, once asked, quite a lot of information and 

soul-searching poured out of the actresses. 

Although it certainly would have been more than possible to focus solely on the 

men’s experience with Significant Roles – and although I firmly believe that such a study 
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would be deeply important, particularly in helping to remove the modern anti-theatrical 

stigma of men pursuing the performing arts – I chose to expand the study to include 

women in part to learn whether men, being more outspoken about their experiences, were 

actually more affected than women, and if so, why?  Or whether there were no 

differences in how men and women experienced Significant Roles, and if so, then why 

weren’t both sexes equally forthcoming? 

I felt particularly compelled to keep this initial study only to those actors who had 

in some way expressed having experienced a Significant Role because I was sensitive to 

the bias I could introduce in prompting actors’ memories in such a way as to support my 

hypothesis.  Although many shows and roles are memorable to an actor, I was interested 

not in a “greatest hits” list but in actual significant, one might say revelatory or metanoic, 

connections to theatrical roles. 

Unfortunately, by introducing this criterion, I introduced myself and my own 

work as a director, playwright and teacher more prominently than I would have liked.  

Since I had only learned about the actor’s experience of Significant Role because of the 

bond of trust that develops between director/teacher and actor/student, it is impossible to 

completely separate my influence from this study.  Therefore, where necessary, I have 

identified my own part in their stories or in the data charts, so that readers may use their 

own judgments as to the degree that my participation may have influenced the results.   

My instinct, supported by but not fully explored in the interviews, is that the 

relationship of director/teacher to actor/student is as important to nurturing a safe space 

wherein Significant Roles can be experienced as cast bonding, which was universally 

mentioned as a key to entering these wardrobe worlds.  Unfortunately, because I was 
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conducting the interviews, I found it awkward to address the question of my own role as 

a director and that impact upon their Significant Role when it appeared.  Hence, the 

possible role of the director/teacher on these actors and the issue of Significant Roles is 

not explored fully in this study and could perhaps be better explored in a subsequent 

study where the researcher is not also the director/teacher involved.  

I also chose to limit the invitations to interview only to actors and not to stage 

managers or other personnel who, in taking on a real life role were also profoundly 

affected in the direction of their futures and the development of their selves.  Again, I 

think such a study would be extremely beneficial, particularly in our understanding of an 

adolescent’s need and desire for responsibility and simple trust.  However, such a study 

lies beyond the scope and length of this paper. 

Likewise, due to the limits of this study, I have chosen not to include research on 

the psychological development of the adolescent and young adult, apart from what may 

be divined out of these interviews.  The reason is practical: my concern is first and 

foremost with the effect of experiencing a Significant Role and bringing awareness to the 

theatrical community at large about such an effect.  The underlying reasons for why these 

effects occur can be explored in a subsequent study.   

INTERVIEW PROTOCOL  

Once identified as a potential candidate, each actor was approached with an 

explanatory letter regarding the subject of the thesis.  The actor was given a contract 

outlining the needs of the study, the assurance of confidentiality – hence the reference to 

the actors by the name of the character with whom they most identified – and were asked 

to reply.  All the candidates invited agreed to be interviewed.  
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For all interviews, excepting Cassandra who was out of state and answered the 

interview questions via e-mail, the participants met me at a place of their choosing, and 

were reminded that they could skip a question or stop the interview at any point.  They 

were also advised that if they felt uncomfortable either during or because of my conduct 

during the interview, they could contact the liaison at Graduate Studies for Emerson 

College.  For a list of interview questions, see Appendix A (106). 

At this point, the participants were given the recording device and asked to hold 

the microphone near themselves while I asked them the questions approved by the 

Human Subjects Review Board.  Where appropriate, I asked the participant to further 

explain what they meant by an answer.  No question or recall of memory seemed to cause 

the subjects distress. 

At the conclusion of the interview, the participant was thanked, the recording 

device was turned off and we parted ways.  The interview was then transcribed and 

examined for patterns, keywords and phrases. 

SHIFTING FOCUS 

In examining the transcripts, I found considerable evidence to support my original 

hypothesis.  Each participant waxed eloquent on the experience, and more, on the effects 

of having taken on these Significant Roles. Therefore the precise nature of this study 

shifted slightly from looking for evidence that Significant Roles occur, to understanding 

why they occur, or rather what key factors contribute to the likelihood of an adolescent or 

young adult actor going there and back again.  Given that these Narnia-like wardrobes 

appeared to exist, I chose to examine their construction in the hope of finding the keys 
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that opened the doors to those worlds and allowed the actors to step fearlessly through the 

mirror, and as importantly, how to return. 

This split the data into three major categories:  

�  Definitions and defense of Significant and Memorable Roles in 

Section II (18); 

�  Examination of what makes a role significant: the genre of the show in 

Section III (27), the character size and action in Section IV (46) and 

Section V (59) respectively, and the combination or pattern of these 

two elements in Section VI (68); 

�  A list of other factors actors named as helpful in entering into a 

significant or memorable experience in Section VII (83), and in 

returning to the real world from the wardrobe world in Section VIII 

(99). 
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II.  SIGNIFICANT ROLES 

Characters that you like and that you identify with, I personally think that 

they are always with you.  A wise person once told me that, “What makes 

the characters best is what’s best in yourself.”  Like, the best things about 

your character are the best things about you.  And you take those and you 

put them into your character.  So, in a sense, the characters are – you. 

(“Romeo” Personal Interview) 

IDENTIFYING SIGNIFICANT ROLES 

To preserve the confidentiality of participants in this study, the actors were asked 

to name themselves by choosing the character with whom they most identified.  

However, it should be recognized that the actors all noted more than one role which was 

important to them (see Table 1).  For explanations of “role types” see below and Section 

IV (46).  See Appendix B (108) for each actor’s full résumé and analysis. 

Table 1: Significant or Memorable Roles by Actor 

Actor Significant or Memorable Roles/Date/Show Genre Role Type 
Hamlet King Frederick, King of Fools (2005) – Musical Dramedy 

Hamlet, Hamlet (2006) – Play Tragedy 
Claudio, Much Ado About Nothing (2007) – Play Dramedy 

SR-E (R5) 
SR-E (R5) 
SR-N (R5) 

Cassandra Penny, HONK! (2002) – Musical Comedy 
Mireille’s Voice, Bearskin (2003) – Musical Drama 
Princess Cassandra, King of Fools (2005) – Musical Dramedy 

MR (R4) 
SR-E (R4) 
SR-E (R5) 

Mireille Beatrice, Much Ado About Nothing (2002) – Play Dramedy 
Stepmother, Cinderella (2002) – Musical Comedy 
Celia, As You Like It (2003) – Play Comedy 
Mireille’s Body, Bearskin (2003) – Musical Drama 
Titania, A Midsummer Night’s Dream (2006) – Play Dramedy 

SR-E (R5) 
MR (R4) 
MR (R4) 
SR-E (R5) 
SR-N (R5) 

Mother 
Gibbs 

Alanna, This is a Test (2006) – Play Comedy 
Sour Kangaroo, Seussical (2007) – Musical Comedy 
Mother Gibbs, Our Town (2008) – Play Drama 

MR (R5) 
MR (R4) 
SR-R (R4) 

Romeo Terence, Wallace’s Will (2008) – Play Dramedy 
Romeo, Romeo and Juliet (2008) – Play Tragedy 

SR-R (R5) 
SR-E (R5) 
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SIGNIFICANT VS . MEMORABLE ROLES 

Participants were asked to provide a theatrical résumé, from which roles they 

would identify those that they felt were significant to them (Appendix B, 108).  The 

actors were then invited to discuss their experience playing those characters, from which 

information those roles were then identified as either significant or memorable.  The roles 

identified as either significant or memorable were further coded by subcategory. 

A Significant Role (SR) is a role that actors note as having a profound effect on 

their lives: the actors may say that they have “grown up,” or “changed,” which is 

indicative of either an Emulative or Negative Significant Role (see page 22-23) or that the 

role somehow related to the actor’s own personal experiences, which is indicative of a 

Reflective Significant Role (see page 22). 

Overwhelmingly, the participants chose Emulative Significant Roles by which to 

name themselves.  The only exception is Mother Gibbs, who named herself after a 

Reflective Significant Role.   

Cassandra: Playing the part of Cass increased my confidence.  After 

playing her I found myself less afraid of the unknown.  It is not a major 

change, but I definitely grew through playing the part.  Prior to this part I 

was extremely shy and not willing to try new things out of my comfort 

zone; I am still shy, but I now consciously work to overcome my shyness 

and try and place myself in more challenging situations that I would have 

otherwise avoided. (“Cassandra” Personal Interview) 

Hamlet: I matured, I think.  Hamlet taught me that self-sacrifice above all 

is the best.  Hamlet taught me to be older…he taught me how to act.  Not 
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act [makes a theatrical gesture], but how to act on something.  And also 

how to…stand up for myself.  Before in high school, I wouldn’t stand up 

to certain friends of mine, and then after that summer [we did Hamlet], I 

wouldn’t deal with it because – look at what Hamlet dealt with and he was 

like, “Screw this.”  And after that, I was just like, “Take his example.” 

(“Hamlet” Personal Interview) 

Mother Gibbs: But I really liked being Mama Gibbs. And I think that it 

had a lot to do with the fact that my brother [who also played Romeo] was 

[playing] my son….  It was really easy to [tap into] this emotion going 

through me – especially in the third act where he’s alive and we’re all 

dead.  I was actually able to cry because of the fact that I was like, “If this 

ever happened to my brother, I don’t know what I would do.”  So I – that’s 

probably the biggest one for me.  (“Mother Gibbs” Personal Interview) 

Romeo: At first I hated being Romeo, and I honestly thought this play was 

stupid and that Romeo should just kill himself in the first act and save the 

rest of us the trouble of having to watch him be an idiot. But [playing the 

role] turned Romeo into a part of me, a part of me that I grew to love….  

[I’ve learned that] when we are in a production, we don't change ourselves 

we find out who we really are...and I think I have a bit more finding of 

myself to do. (“Romeo” Personal Interview) 

Mireille: [She] was my first romantic lead [in] the first show that I’d 

[done] that dealt with adult themes and issues about growing up and 

falling in love…. It was one of the first shows that I’d really been able to 
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get into emotionally….  It was draining, it was exhausting…[but] for me, 

it’s become the ultimate empathetic experience and has helped me to 

understand not only what other people are feeling but also what, under 

certain circumstances, I might be capable of.  (“Mireille” Personal 

Interview) 

Conversely, a Memorable Role (MR) is a role that marks a milestone in an actor’s 

personal theatrical journey, but which, when pressed to explain why it is significant, 

usually results in the answer: “It was the first time I’d gotten a lead.”  Or to read between 

the lines: “It was the first time I was recognized.”  For example: 

Mother Gibbs: Alan – but we changed the name to Alanna – in This is a 

Test.  That was my first really big role ‘cause I was the lead and that had 

never happened to me before.  And then another one…[is] the Sour 

Kangaroo [in Seussical], ‘cause it was my first singing role and I had to 

sing by myself.   

Mireille: First has gotta be the first lead that I ever got which was the 

Wicked Stepmother in the summer production of [Cinderella].  It was the 

first time I’d had that much responsibility in terms of memorizing lines 

and interacting with leads, and it was the first time I’d had to sing on stage 

by myself.   

Almost invariably among the actors polled, women mentioned both memorable 

and significant roles, while men tended to focus on significant roles alone.  When 

questioned about previous lead roles, a man’s typical response tended to be a terse: “I 
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guess Conrad [Birdie in Bye, Bye Birdie] was kind of a fun – it was a good icebreaker 

role.”  (“Romeo”) 

TYPES OF SIGNIFICANT ROLES: REFLECTIVE , EMULATIVE , NEGATIVE  

Of the significant roles, there were three types that emerged: Reflective, 

Emulative, and Negative. 

Reflective Significant Roles (SR-R) tended to be those that most closely mirrored 

the actor’s own life and allowed the actor, not to change, but to recognize what was 

happening outside the stage, in the real world.  The best example is Mother Gibbs’ 

experience in Act III of Our Town of saying goodbye silently to her on-stage son, George 

(Romeo), who is her real-life brother: 

It wasn’t just like, “Goodbye, I’m dying,” it was like, “Goodbye, I’m 

leaving for college.  All of this is coming really soon.  You’re – not going 

to have me around next year.  You’re going to have to go through high 

school by yourself….” And that was really intense because he’s one of my 

best friends.  So that one, it was just really significant because [of] the 

reason that it’s going to happen in a couple months. 

A Reflective Significant Role can often become an Emulative Significant Role 

several years later, when the actors have had time to act on what they have experienced. 

An Emulative Significant Role (SR-E) is one where the actors go into the role as 

one person, and emerge as another, typically modeling some part of their lives on what 

they experienced or practiced on stage.  In Bearskin, the character of Mireille goes from 

an innocent young girl in love with the mysterious thief, Shadow, to a broken but still 

strong-willed woman waiting for her love to return.  Mireille recounts: 



EMILY C. A. SNYDER ON CHARACTER © 2009 23 

[That role] reflected the growth that I wanted to have in my own life.  

Obviously, it wasn’t something I could rush, but at 16 I felt very immature 

a lot of the time and it wasn’t something that I particularly liked.  And so 

getting to explore how I might work through that and where I might go 

from there and the places that I shouldn’t go from there was really helpful, 

and I think did me a lot of good over the several years that followed.  

There’ve been times when it’s come back to me out of nowhere, in certain 

situations...when I started getting into those darker places: rage and pain 

and being angry at the world for exposing me to unhappiness, I thought a 

lot about Mireille and what she’d gone through.  And I realized that as 

miserable as it may be at the time, that there was probably something good 

that was gonna come out of it.  That it was teaching me something.   

A Negative Significant Role (SR-N) does not mean that taking on the role had a 

negative or unhealthy influence on the actors, but conversely that in taking on the role, 

the actors rejected some part of that character’s traits from their own real lives.  The actor 

who played Hamlet also played Claudio in Much Ado About Nothing, where he 

experienced just such a Negative Significant Role: 

I hated the character [of Claudio], but honestly the character helped me 

further myself, helped me develop who I am.  As Claudio, it took me back 

to a time where I can distinctively remember who I was and distinctively 

hate who I was then….  Claudio was all weepy, the hopeless romantic 

[who] gets easily manipulated.  And in my past, in relationships with girls, 

I have been manipulated and walked on and that’s kind of what Claudio 
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goes through….  [But after the last show] I remember I took off the 

costume and I felt this huge weight just gone.  It wasn’t a weight from the 

play.  It wasn’t, “I’m carrying these people.”  It was something personal 

just gone.  And I felt, after that…just completely at peace [with my past 

relationships].  And I’m still to this day at peace.    

THE IMPORTANCE OF TIME AND AGE 

Two factors aid in discerning what sort of significant role an actor experienced: 

time and age.  Typically, older actors (approximately 18 years and above) were better 

able to express what they had experienced, while younger actors (approximately younger 

than 18 years old) were capable of pointing to a significant role, but not of fully delving 

into why that role was significant.  Likewise, often the more time that lapsed between the 

time the role was played and the time of the interview, the greater and deeper the actors’ 

insight into their experiences, whereas the less time between performance and interview, 

the more the actors struggled for words. 

So, whereas Romeo who at the time of the interview was 16 years old and had 

just finished playing the part of Romeo a mere six months prior, when asked what 

characters he had most identified, quickly stated: “Oh!  Romeo is probably the biggest 

one.”  But then when asked why, was unable to easily articulate himself:  

After the show ended for Romeo and Juliet, it was, it was kinda like, “Oh, 

we climb up to the top of the mountain and then, we just fall off.”  That, 

that was the general feel I got and I was just like, “There…no.  There has 

to be something more.”   
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 However, given the opportunity to compare his experience of Romeo with his 

experience of playing George in Our Town right after, a little more became apparent: 

I didn’t like [George] at all.  I thought he was very stupid….[very] 

kiddish… Because [sucks in breath] Romeo was a man.  He had his weak 

points but he was a man….  I think I would have felt a lot more 

comfortable [if I had played George first], but I also don’t think I would 

have played him as well.  Because throughout that play [George] grows 

up, and I don’t think I would have had that sense of being a man, and what 

it means to be a man, if I had not played Romeo.   

Compare this with Mireille’s ruminations on what she learned after she played the 

character with what Romeo is attempting to grasp so close to having played the character.  

Often, actors seem to recognize there has been some shift within, but they need time, age 

and experience to begin to fully appreciate what they learned from an Emulative Role. 

HIERARCHY OF ROLES 

One type of role is not necessarily better or worse than another. That said, the 

primary concern of this paper remains with what roles and under what circumstances do 

those characters positively affect the development of the self?  To that end, I arranged the 

types of role into a hierarchy from least to most likely to affect the development of the 

self for the purposes of this study.   

1. Memorable Roles: These roles tend to be personal markers for being 

seen, recognized or acknowledged at last.  The role itself seems to have 

no effect upon the character of the actor, but the existence of the role 

marks an effect upon the actor’s self-confidence. 
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2. Reflective Significant Role: These roles act the most as “mirror 

moments” because they allow actors to see their own lives as they are.  

Reflective Significant Roles can often, but do not necessarily, become 

either Emulative or Negative Significant Roles over the course of time, 

when one is confronted with a real life situation that mirrors something 

already practiced under the mask of someone else. 

3. Negative Significant Role: These roles allow actors to expunge 

something from their real lives, by solving the issue on the stage under 

the mask of someone else.  These roles are often called “cathartic” or 

“therapeutic” by the actor involved.  These roles are often recognized 

by the actor more quickly than emulative roles, perhaps because the 

real-life issue remained at the forefront during the rehearsal process. 

4. Emulative Significant Role: These roles allow actors to practice over the 

course of the process through the performance period a type of 

character who has qualities they would like to emulate in real life.  This 

time to practice these characteristics under a mask of someone else, 

safely allows actors to examine their own lives and retain those aspects 

which they deem valuable. 

To put this utilitarian hierarchy into fantastical terms: with Memorable Roles one 

steps into the room, with Reflective Roles one looks in the glass, with Negative Roles one 

leaves the wardrobe world behind, with Emulative Roles one takes something from that 

world back into our own. 
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III.  TYPES OF PLAY  

I remember…every performance [of Our Town], we’d be like: “Ugh!  We 

have to do this again!  Man!”  We’d go through the first act [and feel like]: 

“Aaach, ppprhphr.  God.  Our Town!  Ppphrphr.”  And then we’d go 

through the second act and be the same: “Argh, brrphr, Our Town….”  

And then we’d get to the third act and be like “Guys, we’re AWESOME!   

They’re crying!”  (“Mother Gibbs”) 

THE PLAY ’S THE THING  

Having glimpsed the interiors of a few wardrobe worlds, the focus now turns to 

the construction of the wardrobes, the fit of the keys.  Of primary concern are those roles 

which were deemed significant rather than memorable, that is with roles which seemed to 

affect the actor’s development of the self. 

The first question that arises are how important the type of show is from the 

actor’s perspective.  By and large, the roles and shows that the participants experienced 

were all realistic theatre, with traditional story and character arcs.  None of the actors 

noted as significant those shows that were experimental or avant-garde in form (such as 

Hamlet’s foray into such theatre in the war-protest piece, Shrapnel, or even David Ives’ 

absurdist English Made Simple).  The plays can be very easily divided into seven 

categories: Play Tragedies, Play Dramas, Musical Dramas, Play Dramedies, Musical 

Dramedies, Play Comedies and Musical Comedies.   

Although there are many Musical Tragedies – particularly in opera – none of the 

actors polled have had the opportunity to participate in this form of theatre, and it is 

therefore excluded from this study. 
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Since Aristotle, the theatrical community has debated the exact definitions of 

various play genres.  This paper does not enter into that dialogue, but bases the 

definitions used below on the common themes between the plays the actors polled 

participated in as well as traditional historical definitions.  Therefore, tragedy is 

differentiated from drama by both by its content – tragedies may employ comedy, 

romantic actions, and an on-stage death, while the dramas examined have slight comedy, 

both romantic and more realistic actions, and do not end in a “tragic” death but focus on 

life or life-after-death – as well as by historic expectations – Hamlet is listed in any 

textbook as a “tragedy” which greatly informs how actors approach the play, while Our 

Town has always been considered a drama. 

Comedies have sometimes been listed as those plays which end happily, such as 

Much Ado About Nothing.  But since that play also deals with serious and dramatic 

themes, it may be better understood from the point of the view of the actor as a mix of 

comedy and drama: a dramedy.  Comedy, therefore, is defined for the purposes of this 

paper as shows with only light, amusing and non-dramatic content.  A dramedy is any 

show which mixes in equal parts drama or tragedy and comedy. 

A Musical is any show wherein at least half the action is told through song or 

dance.  A Play is any show wherein the majority of the plot is told through spoken word.  

Hence, although A Christmas Carol included a few traditional holiday songs, since these 

were not part of the action, the production is considered a play. 

These definitions are important mostly insofar as they better express what an actor 

experienced taking on these roles and enacting these parts.  For the actor who plays 

Dogberry in Much Ado, the play may be nothing but a comedy.  For the actor who plays 
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Claudio, the same play is deadly serious in parts.  Genres are therefore defined and 

assigned particularly by how the production was directed and what the actor experienced. 

FIGURE 1: SIGNIFICANT /MEMORABLE ROLES by Genre vs. Role Type 
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The most striking aspect of the above chart is that no comedies among those 

polled produced any significant roles; if noted, they were noted as memorable but not 

significant.  The recurring reason for this lack seems to be the shallowness of character in 

a psychological sense that is necessitated by pure comedies, both musical and straight 

plays.  As Romeo said: “Musical [comedy] characters are flopsy.”  Or as Mother Gibbs 

expressed: “I drop all my vanilla characters.” This seems to explain why tragedies, 

dramas and dramedies – plays which traditionally have more “meaty” characters – tend to 

invite more significant experiences. 
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What, then, are the aspects of tragedies, dramas and dramedies that connect so 

profoundly to the actors?  What plot points or character developments resonate as true 

and worthy of bringing back from that world to this one? 

TRAGEDIES 

A tragedy, for the purposes of this study, is a story wherein the main characters 

die and remain dead at the end.  It is important that their death happen on-stage.  In this 

study, only Shakespearean tragedies are included.  Although Shakespeare’s plays almost 

all hold an element of comedy, and although these particular performances were mined 

for such comedy – making them more truly feel like dramedies to the actors – because of 

the centuries’ long tradition of labeling these plays tragedies, and because that tradition 

greatly affected the actors in taking on such epic characters as Hamlet and Romeo, these 

plays are labeled tragedies and not dramedies. 

FIGURE 2: SIGNIFICANT ROLES by Tragedies 
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In Hamlet, Hamlet played himself while Cassandra played Guildenstern.  In 

Romeo and Juliet, Romeo played himself, while Hamlet played Tybalt.  In both shows, 

Cassandra also choreographed the dances while Hamlet choreographed the fights.   

As mentioned before, perhaps the most significant part of playing a 

Shakespearean tragedy are the weights of the characters themselves.  Taking on the 

mantle of Hamlet or Romeo connects the actor to the whole tradition of others who have 

come before.  Hamlet explains: 

I feel as if Hamlet is a part of me.  I feel he will always be a part of me.  

It’s something I like boasting about because, I mean, a lot of people have 

done Hamlet but, when you get into the theatre business, not a lot of 

people have done Hamlet.  

However, Shakespeare’s ability to mix comedy in the midst of tragedy should not be 

overlooked as an essential part to the actor playing the role.  Romeo explains: 

Romeo and Juliet had too many "fluffy" moments to be all that sad, i.e., 

flower throwing and skipping [when first in love].  There were more 

emotions than just sadness: such as anger and adrenaline – although 

adrenaline isn’t an emotion.  

By and large, the opportunity to engage in stage combat, to “kill” in an unrealistic setting, 

was also a highly valued part of playing a tragedy for the young men polled.  As Romeo 

said: “Paris’ death was my favorite thing to do.  Granted, I broke my nose doing it 

[accidently during the final performance], but it was still fun to do every time.”  Both 

plays included guns, as well as swords in Hamlet and daggers in Romeo and Juliet. 
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Hamlet: My favorite scene was [a fight] scene after [the Closet Scene] 

where I got to hold a gun and beat up people and be all like “Blah!  Blah!”  

And so [during the Closet Scene after] I had just killed Polonius…I was 

always like [raps the table], “C’mon, c’mon let’s go, let’s do this!”   

Exploring various loves between characters is also important, initially in a 

reflective and then possibly emulative manner: 

Hamlet: My father was always personally away.  My entire life.  I very 

rarely see him; I consider myself a mama’s boy.  So through the whole 

beginning of the play where it’s just Hamlet talking to his father and then 

in the Closet Scene….  I felt really in touch with that.  [Since then, my 

relationship with my father has changed] greatly.  We go out and do 

things, hang out.  And I visited with him recently, ‘cause I wanted to go 

see him.  So, very nice.   

Romeo: I loved the balcony scene.  That was a barrel of monkeys and fun!  

It was, it was – that was fun!... It was awkward, and I got to stroke 

people’s faces and crawl under chairs and hop over things.  That was 

probably my favorite part of the whole play!  I’m a lover not a fighter.  I 

don’t really relate to the brawling side of [Romeo], but I definitely relate 

to the romantical side.  

Unfortunately, none of the women who took on major roles in the tragedies 

indicated to me that their roles had been significant and so could be invited to participate 

in the study.  This is not to declare that Juliet definitely had no significant experience, 

merely that if she did, I am unaware of it.  Hence, the data regarding the effect of taking 
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on tragic characters upon women remains unknown at this time.  However, these roles 

did seem to continue the effects of other significant roles for Cassandra: 

Guildenstern is the exact opposite of Cass in every way.  In playing that 

part I found myself more willing to do things that made me feel 

uncomfortable, and I was able to put aside the fear of what people would 

think of me when they saw me as…a male stoner who is spying on the 

Prince of Denmark.   

DRAMAS  

A drama, for the purposes of this study, is a play whose humor, if any, is subtle or 

at least non-pervasive, and whose characters either do not die, die but are then 

resurrected, or who die off-stage.  Life after death seems to be a common theme among 

the dramatic plays examined in this study. 

FIGURE 3: SIGNIFICANT ROLES by Dramas (Musical and Play) 
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In Bearskin, Mireille throws herself in the way of the Gypsy’s knife to save the 

Shadow and so begins to die but is then resurrected by the Shadow’s cry for mercy.  In 

Our Town, Emily Webb, Mother Gibbs and others are discovered already dead in Act III.  

Since the act explores the afterlife, and no death occurs on stage, it is considered a drama.  

Mireille and Cassandra participated in the opera-ballet (musical drama) Bearskin, as 

Mireille’s body and voice (soul) respectively.  Mother Gibbs and Romeo were both in the 

play Our Town, with Mother Gibbs as herself and Romeo as her son, George. 

Where taking on a tragedy for a young actor is strongly associated with 

identifying a role as significant, so drama appears to have a similar effect upon women.  

This may be the mere result of playwriting: most tragedies star men, with women as 

objects of desire, whereas dramas seem to favor women.  The actresses polled seemed to 

relish going to the truly dark places in a drama, even if that means forfeiting the 

roundedness of a character via comedy.  This trend seems to result from two factors, 

gratefulness for any non-comedic role, and the ability to explore powerful emotions that 

are otherwise silenced.  As Mireille expressed this theatrical and emotional catharsis: 

I used to just say what I was thinking, y’know, very prone to emotional 

outbursts – and as I got older, I realized I have to reign it in: it’s 

inappropriate, even if it’s being honest.  And it was something that kinda 

wore on me.  Not being able to express myself….  So being able to do that 

on-stage is very liberating.  [It] allows me an honesty I don’t always get in 

my every day life.  And rather than being looked at as inappropriate or 

crazy, I get told, “No!  That’s good!  Run with it.”   
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This ability of drama to publically delve into emotions and to publically share 

those emotions with an audience and with only the thinnest of character masks seems to 

be a key factor in a woman’s affinity with this type of play. 

[Our high school is] known for being funny; we make people laugh a lot.  

But making them cry felt really cool because you know that you’re 

tugging on something in there and they’re connecting to you.  You’re 

getting to them; they understand what’s going on…[even though] you’re 

on stage and they’re not and they’re watching you, but they still know 

exactly what you’re feeling and what you’re going through.  As a 

character, not even as yourself, as the character!  (“Mother Gibbs”)  

Just as stage combat and death appear to be draws for the young men in the 

tragedies, this ability to cry – to actually cry on-stage before a live audience – seems to 

be a badge of emotional honor for the young women. 

Mireille: [Bearskin] was the first show that I’d been in that was 

particularly dark ….  That was the first show in which I had been able to 

cry on-stage.  I’d never been able to cry on cue before, and in doing the 

show, I found that I didn’t have to, it just kind of happened….  [Theatre 

has] allowed me to do things that I didn’t think I could do before.  It’s 

allowed me to get angry in ways that I’ve never been angry before.  It’s 

allowed me to cry, when I thought I couldn’t anymore.  

Mother Gibbs: My favorite moment ever [was when] I was just really 

able to start crying because…I just got so into character.  All I could think 

of was, “My husband is walking away, and this could be the last time I 
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ever actually get to see him….”  And it was this huge overwhelming thing 

because he – oh!  I’m about to cry!  He takes flowers like off of her grave 

and puts them on mine, and he just like looks at – I – I don’t even know 

how that happened, like – [Sighs wistfully.]  I don’t know.  

Women tended to have mixed reactions to stage combat, depending on personality 

type, but even more importantly depending on whether the actress fought as a woman 

fights, or if she was fighting as a man fights.  Hence, Cassandra as Guildenstern dreaded 

the same gunfight scene that Hamlet relished but loved the scene she shared with Mireille 

in Bearskin.  In that scene Mireille rushes at her taunting sisters and attacks them with her 

hands as Mireille’s Voice (soul), played by Cassandra, rushes after to hold Mireille back 

from further damage.  Mireille recounts that moment: 

As bad as I felt about it, it was really liberating to be able to just smack 

someone on stage like that, you know, when you’re sort of in the throes of 

what this person is feeling: rage and pain and…  Man, I felt awful!  But 

there’s a certain high that you get off of being able to do that, off of being 

able to do those things and have some small part of you know that, “It’s 

not you and it’s not real.”  But gaining some satisfaction in being able to 

feel these things that someone else might feel.   

Relationship, particularly romantic relationship as well as familial relationship 

continued to be important factors in a woman’s connection to a dramatic role.  Mireille’s 

first statements about her character included: “It was my first romantic lead.  It was 

significant in the sense that it also included my first kiss.” Mother Gibbs, who described 

her character as “ridiculously loving” said that although she had originally wanted the 
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part of Emily Webb, the thing that made her truly love the part of Mother Gibbs was her 

real-life brother playing her son: “I thought it was funny that I was my brother’s Mom.  

‘Cause, of course I’m his Mom.  That would happen…. And so I was like, ‘OK.  I know 

who I am.’”  

In some ways, then, dramas appear to be as close as most women can get to 

playing tragic characters, which may explain in part why dramatic roles tend to resonate 

more with women than with men.  Since adolescent and young adult women have fewer 

opportunities to even participate in a dramatic play, this may contribute to the dearness of 

the dramatic roles they are “allowed” to play. 

That said, simply playing in a drama will not ensure that an actress will connect to 

the role: the actress seems to need to play a woman in the drama, and even more 

importantly, she needs to understand the play and her part.  Mother Gibbs’ first drama 

was Poe’s Midnight Dreary, a student-directed piece, where she played the male 

Aloysius, who was afraid of being buried alive.  Mother Gibbs recounts:  

I didn’t really understand what I was reading.  I had these huge 

monologues about things that I didn’t know what I was talking about.  I 

had no idea what catalepsy was…  I was stuck in a coffin and I was saying 

the word, “Dead” over and over and over again because I couldn’t 

remember my lines!  
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DRAMEDIES  

A dramedy, for the purposes of this paper, is a play that combines drama and 

comedy.  Easily mistaken solely for a comedy “with some serious bits,” dramedies 

should truly be considered their own genre, particularly since both actors and actresses 

connected to this form well.  These shows allow a roundness of character and plot. 

FIGURE 4: SIGNIFICANT ROLES by Dramedies (Musical and Play) 
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When considering whether a play should be labeled a comedy or a dramedy, the 

first question was whether the plot had serious content.  In cases such as Much Ado 

About Nothing, both the 2002 production where Mireille played Beatrice and the 2007 

production where Hamlet played Claudio, the story becomes very dark from the gulling 

of Claudio through to the second wedding, a darkness which is bookended with hilarity.  

Likewise, King of Fools began as a broad comedy with the shrewish Princess Cassandra 

playing herself being tamed by the disguised King Frederick, played by Hamlet, but soon 
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turned serious when the royal couple lost their unborn child, which led to a series of 

revelations about their true characters.  

In cases such as Wallace’s Will in which Romeo originated the role of Evelyn 

Terence Wimbledon-Greene, or the 2006 production of A Midsummer Night’s Dream, 

which featured Mireille as Titania, the actor’s own journey, character arc, and the 

production direction was taken into consideration.  Wallace’s Will is primarily a comedy 

of errors, however the lead character of Terence is forced to encounter himself in several 

quieter scenes between the manic plot twists.  Similarly, although Shakespeare’s Dream 

is often played as a simple comedy, with Athenians and fairies falling in and out of love, 

it too can be mined for more sinister power dynamics, particularly between Titania and 

Oberon, as the version Mireille participated in did.  Hence, both of these shows were 

labeled dramedies. 

Two important features of dramedies make them appeal to both sexes: the equal 

actions of men and women, and the roundedness of the characters due to the mix of 

dramatic and comedic action.  Of the dramedies listed, each also falls into those 

sweeping, romantic story arcs which appeal to the adolescent and young adult.  For more 

information, see Section V (59.)  Interestingly, dramedies also had the highest 

combination of emulative, negative and reflective roles overall, perhaps because the 

subject matter, presentation and character arcs were so diverse. 

Romeo experienced a reflective role in Wallace’ Will.  In A Midsummer Night’s 

Dream, Mireille experienced a negative significant role.  But the same dramedy script can 

have either the same or differing effects on two actors: Cassandra and Hamlet both had 
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an emulative experience with King of Fools; Mireille had an emulative experience while 

Hamlet had a negative experience in Much Ado About Nothing.  .   

Emulative and reflective significant roles tend to focus on the more comedic side 

of their characters, with some reference to the darker plotlines.  Negative significant roles 

in dramedies almost always delve deep into the complex parts of their characters, with 

the final honest face being the resolution for whatever issue the actor needed to examine.  

Here, the mask of the character can be extremely helpful: it allows the actors to express 

what they cannot in real life.  They are able to “leave it on the stage” without having to 

carry those words or thoughts or emotions any more in real life.   

Both Mireille and Hamlet experienced Negative Significant Roles playing Titania 

and Claudio respectively.  Curiously enough, both actors used their roles to deal with the 

pain of breaking up with significant others.  Whereas the anti-theatrical tradition has long 

accused theatre of being a den of lust and depravity, the young actors experienced a 

cleansing away of the pain from false or broken loves in their lives.  Whereas the current 

anti-theatrical tradition, combined with the continuing cult of the child, preaches that 

theatre must not look too closely at things which are harsh or cruel, this young man and 

woman found a catharsis because they were willing to trust themselves to the darkest part 

of their characters – and to come out of them again. 

Mireille: When I was playing Titania, in the middle of my rehearsal 

process my boyfriend and I broke up.  So I threw a lot of that into my 

relationship with Oberon, and that I think is what salvaged [my 

relationship] to the extent that it could be salvaged.  Because a lot of the 

passion I was putting into the role was real….  I’ve never been one of 
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those people who escapes what they’re feeling by getting into a role.  If 

anything, I feel them more intensely on the stage – I think because it’s a 

safe place to feel them.  People aren’t necessarily going to ask where it’s 

coming from.  

Hamlet: The worst part [of the play] was before the intermission…where 

I had to watch my bride-to-be canoodling with someone else….  It brought 

up old emotions that I didn’t want…  [So I looked forward to] the wedding 

scene where Claudio throws down Hero and…[says] everything I wanted 

to say to a certain someone in my life.  So in a way, Claudio helped me get 

closure with my ex-girlfriend…without even having to talk to her.  Which 

is great!  I mean, more people should do this, I think!     

COMEDIES  

Comedies, for the purposes of this study, are those plays that are theatrical 

delights with merely the smallest soupçon of plot to keep the collection of jokes rolling.  

Characters are frequently stock, to greater or lesser extent depending on the author.  Not 

surprisingly, the majority of plays produced by most theatre companies for adolescents 

and young adults are musical comedies, followed closely thereafter by comedic plays.   

Also unsurprisingly, these roles – more caricature than character – make almost 

no impact upon the actors, except as perhaps Memorable but not Significant roles.  

Hence, in the following chart, those roles which were noted as important are all 

memorable; none are significant.  Intriguing as well is that of those roles that were named 

memorable, all of them were played very early in an actress’s career, when she was at a 

younger stage of adolescent and theatrical development. 
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FIGURE 5: MEMORABLE ROLES by Comedies (Musical and Play) 
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Cassandra mentions her turn as Penny, the romantic lead in the musical comedy 

HONK!, while Mireille points to Rodgers and Hammerstein’s musical comedy retelling 

of Cinderella, in which she played the Stepmother.  Mother Gibbs identifies her lead as 

Alanna in This is a Test, a comedic play. 

Mireille also mentions her turn as Celia in Shakespeare’s comedy As You Like It, 

which like most of Shakespeare’s works can be mined for deeper meanings and darker 

resonances.  However, this production played for straight comedy, hence it is listed as 

such for this study.  Likewise, Mother Gibbs named as memorable her turn as the Sour 

Kangaroo in the musical comedy Seussical, which also can be turned towards looking at 

serious political and personal issues, but which was played as a comedy and so is listed as 

such for this study. 



EMILY C. A. SNYDER ON CHARACTER © 2009 43 

It would be a simple thing to write off all comedies and thereby all memorable 

roles as being unworthy of mentioning – as stepping stones for aspiring actresses, as roles 

to teach the craft and nothing more, except for the fact that all three actresses went out of 

their way to make sure these roles were listed as part of their theatrical résumé.   

This sense of finally being seen, of finally being recognized, of being singled out 

as worthy of praise is crucial to many young actresses’ sense of self.  Whether this need 

stems from something deeper within an adolescent girl’s psychology is outside the realm 

of this paper, but it is certainly indicative of a crisis in our current theatrical system.  

Gone are the days when men alone could act; gone, then, too are all excuses for not 

providing the multitude of actresses an equal number of rounded roles.  Section IV (46), 

which follows, will address this issue more directly.  For more information, see also 

Appendix C (118). 

CONCLUSIONS 

When examining the raw data, even without the benefit of the actors’ own 

explanations, certain patterns and conclusions suggest themselves.   

·  Tragedies seem to appeal to men, having a perfect ratio for male leads to 

significant role experiences.   

·  Likewise, dramas also have a perfect ratio for female leads to their 

significant role experiences.   

·  Dramedies, like the genre itself, is split, so that approximately half the 

shows provide significant role experiences for both men and women.   

·  Comedies provide no significant experiences, but if a lead role is played 

early in an adolescent actress’s career, the character is often memorable.   
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FIGURE 6: SIGNIFICANT ROLES by Genre and Gender  

(Excluding Memorable Roles) 

If multiple actors were in a show, that show was only counted once per gender. 
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Sadly, though, most directors for adolescent and young adult theatre only choose 

to produce comedies, which have little to no effect on the student actors.  Justifications 

for this lack of theatrical diversity may range from “The comedy just directs itself,” to 

“We need the audience,” to “Students are not capable of handling darker material.”   

If the excuse is the first, one may question whether the director of a program for 

adolescents or young adults is in the best career.  What is the point of having a director if 

the script supposedly does all the work?  Moreover, how are the student actors meant to 

learn if they’re mindlessly following stage directions without ever being given the 

opportunity to expand their minds, to see beyond the text towards what living, breathing 

theatre can be?  
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If the excuse is the second, perhaps a slate full of dramedies may suit the budget 

just as well.  Unfortunately, in America, we have been raised for the past century on the 

Hollywood Ending. America does not have the rich tradition of seeking out challenging 

material that England or the rest of Europe does.  This is not to say that America could 

not or should not have a greater appreciation for tragedies and dramas, but that part of the 

job of an artistic director is to educate the audience, to invite them in to experience 

different forms of theatre, and to make that theatre palatable enough that the audience 

returns.   

Comedies are perceived as safe: a known commodity.  But why not play a 

comedy for its richer shades of dark and light?  Why not choose a dramedy that is just as 

appealing to the American theatre-goer, if not more so for its richness of content and its 

diversity of emotion?  From there, the audience can be induced to trust the director’s taste 

and the season put forth – even if it includes the occasional tragedy or drama.  Thus by 

slow increments, by a wise investment in building a drama program for adolescents and 

young adults with a known audience, every party can be well satisfied. 

If the excuse is the third, hopefully the words of these five actors can convince an 

artistic director otherwise.  Adolescents and young adults are not afraid to look deep 

within themselves, to trust their emotions and their experiences on the stage – they are 

only waiting for an invitation.  By choosing a slate based on the “safest” material, the 

artistic director only protects himself.  By choosing a surface season, the artistic director 

bars the way to the wardrobe worlds and covers all the mirrors. 

Perhaps it’s time that we considered not what was best or most convenient for 

ourselves, but what is best and most necessary for those we teach. 
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IV.  CHARACTER SIZE  

[In] my first lead… I remember getting that phone call from my friend 

going, “Congratulations!  You got the part!  I’m so excited for you!”  [I 

was] dancing around the kitchen, screaming my head off!  Then my 

parents ran downstairs and [asked], “What on earth just happened?”  

(“Mireille”)   

WHO’S THE LEAD? 

Actors covet lead roles, and for the most part that axiom is true.  But while this 

desire for lead, or large/primary roles, sometimes stems from the desire to be seen, 

recognized and applauded – qualities attached to a “diva” mentality – it also may stem 

from an actor’s desire to take on a complete, rounded character which may in turn lead to 

a mirror moment. 

For the purposes of this study, types of roles are placed into five categories 

according to size: Lead Roles (R5), Supporting Roles (R4), Character Roles (R3), 

Speaking Roles (R2) and Ensemble Roles (R1) according to the following criteria: 

�  Lead Roles (R5): These are the larger characters, those that drive the 

story or about whom the story revolves, such as Hamlet, Romeo, 

Mireille and Cassandra.  Although not always, these roles tend to be 

the title or marquee characters, the protagonists. 

�  Supporting Roles (R4): These roles are often the surrounding 

characters and are just as coveted as “The Lead.”  These characters 

tend to be the antagonists or allies of the protagonist, and also drive the 

action of the story, such as Mother Gibbs. 
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�  Character Roles (R3): These roles are those that round out the world 

of the play or comment on it.  They may or may not have any effect 

upon the plot.  This designation is also given to actors who take part in 

plays that share role size equally. 

�  Speaking Roles (R2): These are characters who may be named in the 

script and who typically have a handful of speaking or solo lines. 

�  Ensemble Roles (R1): Mostly found in musical theatre and other shows 

that require large casts, these roles are often unnamed and have no 

speaking or solo lines. 

FIGURE 7: SIGNIFICANT AND MEMORABLE ROLES by Role Size and Gender 
 

0 0

1

4

1

0 0

1 1

0

1

0

3

0

3

1

0

0.5

1

1.5

2

2.5

3

3.5

4

MR SR-R SR-N SR-E
Lead Role - Male Supporting Role - Male

Lead Role - Female Supporting Role - Female

 
Unanimously, the actors polled connected to lead or supporting characters (R5 

and R4).  The men only named their lead significant roles (R5), while the women named 

both lead and supporting roles (R5 and R4) as significant or memorable.  Unsurprisingly, 
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90% of lead roles named as important were identified as significant, while only 43% of 

supporting roles named as important were considered significant. 

But what makes a lead or supporting role more conducive to a significant 

experience than any of the other types of roles listed?  The foremost answer is the 

roundedness of the character.  Most lead and supporting roles, unless poorly written, 

experience a character arc that hits several differing emotions: the “antic disposition.”  

Because plays are performed in real time, the actor must be able to switch from action to 

reaction, tactic to objective, quickly and with intelligence.  Theatre in this way is like 

sport: one that uses not only the whole body and mind, but also the emotions. 

I was just expecting [Romeo] to whine the whole time.  [But] he was kinda 

emo; he was angry….  He’s a rather intense person and I relate to that 

‘cause I’m a pretty driven person myself…and I also relate with the 

romantic inside of him.  (“Romeo”) 

Lead and supporting roles also spend more time on-stage, that is, more time 

within the wardrobe world, upon the stage proper and not in the wings.  A lead or 

supporting actor attends more rehearsals, has more plot to carry, more lines and actions to 

memorize, more story arc to complete.  Hamlet explains this phenomenon: 

I would look at the rehearsal schedule and see HamletHamletHamlet 

HamletHamlet…Claudius…HamletHamletHamlet.” And I was just like, 

“Damn!”  I felt like I didn’t have free time.  I still did, of course, but I felt 

really in the play always.  

Because, as will soon be shown, the number of lead or supporting roles are 

scarcer for women than for men, many theatres for adolescents and young adults have 
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cut, altered or created roles from the original script.  See Appendix E (123) for more 

information about the frequency of cutting, altering or creating roles. 

�  Cut Roles: Scripted roles that are either excised entirely from the text 

(such as the roles of Joe Stoddard and Sam Craig, who only appear in 

Act III of Our Town) or are cut down and combined into a single 

character (such as the combined, and feminized, role of Naomi in 

Hamlet, which was a combination of Reynaldo, Osric, and a 

Gentleman).  Female scripted roles are almost never cut. 

�  Altered Roles: Scripted roles that are either feminized, that is a male 

role is played by a woman as a woman (such as changing Grandfather 

Arvid to Cousin Astrid in Guys and Dolls), or are roles that an actress 

plays as though she were a man (such as Cassandra playing 

Guildenstern in Hamlet).  Men will very rarely masculinize a female 

role and typically play women for comic effects.  In fact, male actors 

who play female roles are usually written into the script already, such 

as when Hamlet played Francis Flute, who in turn plays the female 

lover, Thisbe, in A Midsummer Night’s Dream. 

�  Created Roles: Non-scripted roles created, typically, to give an actress 

a sense of having a character.  These roles are often named by their 

function, “First Maid,” etc., and are often no more than ensemble or 

speaking roles.  Created roles appear more in musicals than in plays.  

Men very rarely are cast in created roles. 
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REACTIONS TO CASTING  

One would suppose that the reaction to being cast as a lead role would be elation.  

And for the actresses, it frequently is – because a “big part,” whether a lead or a 

supporting character, is a sign of finally being seen.  Mother Gibbs explains how she felt 

when she was cast as an ensemble member in The Wiz and then in the following year 

when she was cast as the Sour Kangaroo in Seussical: 

[In The Wiz,] I was scared of the director, so I quit….  [But the next year, 

the director] told me, “I gave you [the Sour Kangaroo] because you can be 

loud and be out there.  And I know you’re the only one who’d be able to 

play that part correctly….”  That gave me confidence in myself!  So I 

stuck with that part.   

For Cassandra, who had played mostly ensemble, speaking or character roles, receiving 

the lead in her senior musical helped her solidify her own sense of self worth: 

I was in shock; I was convinced that I would be getting a different part.  I 

really wanted the part of Cassandra, but…I thought I was a long shot for 

it….  The memories I have of King of Fools will always be overshadowed 

by the memories of being sick [with laryngitis] and the way that I was 

supported by the community…proving to me that I did have a place at my 

school.   

Contrast this with Romeo’s and Hamlet’s experiences with being cast as their first 

leads as Conrad Birdie in Bye, Bye Birdie and King Frederick in King of Fools 

respectively.  Romeo had originally been cast as Freddie, a named but non-speaking 

ensemble cast member when the actor playing Conrad dropped out a month before 
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performance.  Impromptu auditions were held and Romeo was given the role of Conrad.  

Romeo reacted in terror.  The director, who also teaches drama at the high school, took 

Romeo aside along with his real-life sister, Mother Gibbs, and between them they 

convinced Romeo that playing Conrad would not be that difficult because he would only 

have solo songs and dances, which were fewer in number than all the choral songs and 

dances he had as Freddie.  Romeo’s response was only to ask whether he could still play 

the ensemble role of Freddie in the first choral number if he also had to play the title 

character. 

Likewise, when Cassandra and Hamlet were cast in King of Fools, Cassandra was 

immediately surrounded by the other actors, congratulating her, while Hamlet playing 

King Frederick curled up into the corner of the classroom and waited for everyone to 

leave.  Once they were gone, he looked up at me, the director of the show, and asked, 

“Why me?” 

Nor did the sense of dread over receiving lead roles abate for either actor.  

Reflecting on being cast as Terence and then as Romeo, Romeo said: “Well, to put it, 

excuse my French, but it was ‘Oh shit,’ both times….”  Likewise, Hamlet said that upon 

hearing his name called for playing the Melancholy Dane: “I just went, ‘Did I hear my 

name?’  And I remember looking through the script and going, ‘Oh fuck.’”  

Interestingly, though, these very roles that the men dreaded ended up being the 

roles with which they most connected, perhaps because of the sense of challenge, perhaps 

because of the time dedicated to playing the role, perhaps because of the dawning sense 

of responsibility not to themselves, but self-sacrificially to the cast.  Just as the idea of 

“being a man,” or one who puts his own desires aside to do what must be done, is a trait 
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the actors polled valued in their most significant characters, the ability to exemplify these 

same traits in real life is equally if not more valuable.  Hamlet recounts his experience at 

the first rehearsal as King Frederick for King of Fools: 

[Fred] taught me to grow up and get over myself, by shutting up.  One 

rehearsal it was just the leads, some girl, and the director.  And we were 

supposed to go through three songs….  I was struggling…and then we got 

to this song and for some reason I just couldn’t sing it.  Couldn’t sing it.  

And I remember standing up.  Middle of the song, stopping, standing up, 

and looking at the lead actress, the director, the other girl…the script.  And 

as my hand was moving towards the script, the director stood up and said, 

“Let’s go outside.”  We talked for a while.  She said that if I wanted to I 

could turn down the role and just leave.  Straight up leave.  And I thought 

about it…and said, “Yeah, sure, I’ll stick around!”  …[Because] I realized 

that it’s not all about me.  I mean, I am – I was the lead.  But not at all was 

it about me.  It was about everybody else.  I mean, it was the director’s 

dream, it was all these kids’ dream – I couldn’t turn that down.  So in a 

way, before the character was even developed, I had a strong sense of who 

Fred was.  

Where being cast as the lead can prove daunting to young actors, not receiving a 

larger role can drive many young actresses to quit a show or even the theatre at the 

expense of her own sense of self-worth.  Although it is unfortunate that so many young 

women attach their sense of self-worth to role size, the sad truth is that many adolescent 

and young adult actresses do see the way that they are cast on-stage as a reflection of the 
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way they are seen, or not seen, off-stage.  Mother Gibbs explains what she has noticed 

among the women: 

When the talent levels are different in a group of friends, it creates a lot of 

tension…  If one gets cast in a better part and the other one doesn’t, [the 

second one is] going to want sympathy.  [They’ll tend to] hold grudges 

against…whoever is part of the production….  [I advise them:] “Stay 

positive.  Try out for the next production and work at it.  ‘Cause the people 

who got good parts worked at it a lot – or were just born with a natural 

talent.    

This last statement reveals quite a bit about why women tend to feel the casting 

decisions even more personally then the men do: the idea that “natural talent” equals 

“natural worth.”  But surely, such psychological syllogisms cannot account for the gender 

split entirely?  Why do not these men feel that same reflective pressure?  What is it about 

women’s theatrical roles that cause them to name memorable roles and supporting 

characters among their achievements? 

GENDER SPLIT : CHARACTER OPPORTUNITIES  

To answer in part this line of inquiry, one must turn to the question of 

opportunity.  As mentioned in Section III (27), women’s roles have traditionally been less 

well-written, less well-rounded, less pro-active than men’s roles.  Likewise, there have 

simply been fewer female roles, of any given worth, good or bad, whatsoever. 

Putting aside for the moment the question of quality of character, it seems a 

valuable exercise to look solely at the quantity of character opportunities for male and 
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female actors.  The productions examined are in Appendix D (121).  In gathering this 

data, productions were chosen to be studied based on the following criteria: 

�  The production must have included at least one actor polled. 

�  I had access to the number of men and women who participated in the cast. 

�  I had access to the number of male and female roles written into the original 

script. 

�  I had access to the changes (creations, cuts, alterations) that the directors made 

to accommodate their casts. 

In addition to this, I added two other stipulations which are often found in theatre 

programs for adolescents and young adults. 

�  The production must have employed, as much as possible, a no-cut policy.  

That is, the production must have included as many participants as possible 

who desired to join the cast.  The reason for this is I wanted to measure how 

many possible participants there were more than roles available. 

�  The production must have employed, as much as possible, a no-recruit policy.  

That is, the production must have cast primarily from volunteers who 

auditioned, rather than offering roles without audition to actors.  The reason 

for this is I wanted to measure what a typical ratio of male to female actors 

might be without recruitment. 

I then proceeded to tabulate the information to discover patterns.  The plays are 

derived from high school and college programs, summer programs, and community 

theatres.  Twenty plays and musicals were examined in all: eleven plays and nine 

musicals. 
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FIGURE 8: MALE VS. FEMALE CASTING OPPORTUNITIES  (All Plays/Musicals Average) 
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The results reveal what every theatre professional working especially with 

adolescent and young adult programs knows instinctually: women auditioning for roles 

have a monumental task set for them. What chance do they have to ever be given a lead 

or a supporting role, to be given a possible key into the wardrobe worlds?  Then again, 

looking at the data may also encourage an actress: those who have not been cast in larger 

roles are far from untalented; they’re simply outnumbered.   

Taking the average of the productions examined, it becomes apparent that the 

actresses polled had approximately twice as many other actresses against whom they 

were vying for a larger role than the men, for about half as many lead or supporting roles.  

What this means is that an adolescent or young adult male actor will almost always be 

cast as some sort of named character in the script, while an actress must “beat out” more 

than half of her competitors even for an ensemble, speaking or character role (R3-R1).  
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Little wonder then, that actresses proudly announced their casting victories.  Even if 

ultimately the roles they noted were “only memorable,” those memorable characters 

marked a time when these young actresses triumphed over the odds. 

OPPORTUNITIES BY PLAY VS . MUSICAL  

Noticing that many of the roles women named memorable were musical roles, 

and most of the roles that men named significant were plays, it seemed helpful to 

examine this divide next.  Whether an actor oriented towards music or not largely 

determined whether she was inclined to appreciate music to begin with. 

[The music] was something that I could connect to very deeply….  I spent 

a lot of time digging through the lyrics and the sound of the music, trying 

to figure out what those [emotions] meant, both to the character and to my 

own life, when I they were things I had never experienced before.  

(“Mireille”) 

If an actor was not musically inclined, the content of the show and the character 

arc could still trump his personal feelings and become significant, although the form of 

show could continue to prove daunting. 

[Fred is] a minstrel – who sings!  Very badly, I must say.  That was 

probably the hardest of all the plays I’ve done.  Claudio was hard.  Hamlet 

was hard….  But King of Fools was different.  That show opened with me 

just sitting there, on-stage, alone, singing….  That freaked me out every 

night!  (“Hamlet” ) 

However, even if an actor were musically inclined, no matter how much he might 

appreciate his solo songs, he would not be affected by the role unless the character arc 
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and story plot were also significant to him.  For example, Romeo playing Sir Harry, a 

supporting role in Once Upon a Mattress, said: 

I love [Harry’s] songs.  I definitely enjoy singing the songs he sings.  

Personal opinion?  I think they’re the two best songs in the show!...  But 

musical theatre characters are [makes a clanging noise and gesture over 

and over] ‘Ka-chung, ka-chung, ka-chung.’  Cookie cutter….”  

Unsurprisingly, although women preferred to play rich musical theatre characters, 

because of their scarcity they were equally proud of their less complex leads.  More 

important than character arc for a young actress continues to be character size.  The idea 

of being seen, recognized and appreciated is reiterated by Mother Gibbs, speaking of her 

turn in the supporting role, the Sour Kangaroo, in Seussical: 

I love that show and I just love singing the lines!  ...There wasn’t a lot of 

them, but I know them.  ‘Cause this one time [at the court scene, Horton 

was] just staring at me. And I was like, [whispering] “It’s your line.  What 

are you doing?”…And he was like, “You sound so GOOD.”  I remember 

that.   

CONCLUSIONS 

If actors desire to know themselves better by going through the mirror and back 

again, they would do well to seek out those types of plays and programs which improve 

their chances of being cast in a larger role.  And for those times when they are not cast in 

a large part, those actors should persevere rather than quit because each opportunity to 

play a character tends to improve one’s chances of playing a larger, more well-rounded 

character in the future – improves one’s chances of finding the wardrobe worlds. 
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Mother Gibbs: I think the more characters you play, the more you learn 

how to form a character.  And every character is different.  You’re never 

going to get the same character.  Some characters are going to come to 

you really easily and other ones are going to be really hard to find.  And I 

think that having more practice in finding the character is going to help 

you find the character that you currently have. 

Romeo: [Each role is] that much more experience that you have on-stage; 

it’s that much more knowledge that you have….  Every role you have 

makes your acting instincts that much sharper; makes you feel what the 

words want you to do, as opposed to what the words tell you to do….  It’s 

fun to see the dynamical sides of a character [because] you find what fits 

best [and] what you do well….  Those things you don’t do so well, you try 

to improve on.  

Hence, at least statistically, actors and especially actresses might fare better by 

pursuing straight plays in order to hone their craft, rather than metaphorically beating 

their heads against the glass ceiling of musical theatre in a high school, summer or 

community theatre setting.   
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V. TYPES OF CHARACTER  

I like getting the vanilla characters because that shows the director has 

trust in me to shape the character, which happens to me quite often.  But I 

don’t usually like them as much because they’re not exciting… but also 

I’m getting kinda sick of the overdramatic characters….  I’d much rather 

have a much more exciting part that I could act a little bit more!  (“Mother 

Gibbs.”) 

ROMANTICISM  

When looking for patterns among the types of character with which the 

participants had a significant experience, one often finds a thread of romanticism in those 

character’s arcs, particularly in Emulative and Negative Significant Roles.  Romanticism 

in this context does not mean a character who displays eros love, but rather the 

philosophy of romanticism which includes grand and sweeping plot actions and character 

arcs, and a general sense of higher purpose or significance.  Often, the struggles between 

right and wrong, life and death, honesty and deception, or Heaven and Hell are depicted 

quite literally in these sorts of plays and in these particular characters. 

Reflective roles appear to be more closely connected with realistic character arcs, 

such as Mother Gibbs in Our Town: she may not struggle to overcome great social or 

supernatural odds, but she sacrifices what she can for her son. There does not seem to be 

a common factor among Memorable Roles other than their size and personal importance 

to the actor. 

Romanticism may be found in any form of theatre, although it is frequently found 

in tragedies such as Hamlet’s struggle to save Denmark; sometimes in dramas such as 
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Bearskin, which revolves around a man who literally sells his soul to the Devil; and 

sometimes in dramedies such as Much Ado About Nothing where several characters’ 

honor is called to question. 

GENDER SPLIT  

This nobility of character or purpose is particularly important to the men polled. 

Again and again, the actors who experienced an emulative connection to their roles in 

Shakespeare’s tragedies spoke of how as Hamlet and Romeo they were capable of being 

or becoming “a man,” which both actors defined as doing what needed to be done, no 

matter the personal consequences. 

Hamlet: And that’s one thing Hamlet has taught me.  That no matter 

what, you have to do this one distinctive thing.  You have to do it.  No 

matter how much you cry, no matter how much you complain, you have to 

do it.  College: you have to do it.  Work: you have to do it.  

Romeo: One of the big messages of my part is sometimes you have to 

grow up before you want to grow up, sometimes you’re forced to make 

choices that you don’t want to make, but you have to make them because 

that’s sometimes what you have to do.  There’s no other way.  And 

sometimes that you just have to be a man.  You just have to man up, and 

just do it.   

This should be especially heartening to those who consider the theatre a “soft” 

profession, no place for a boy to become a man.  On the contrary, taking on these roles 

where not only is the fate of the plot upon their shoulders, but the entire show is theirs to 

carry, becomes dear to these young men because they are asked to, of their own free will, 
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take on the care and responsibility of the cast and crew, the audience, and the centuries-

old traditions.  Under such circumstances, young men thrive. Especially in a time when 

we fear that young men are preoccupied with sex and violence, when those very men 

were asked what was most important to them, far from answering either sex or violence 

both men talked about self-sacrifice, accepting challenges and rising to meet them.   

This is not to say they didn’t enjoy the stage combat, which they certainly did, but 

they felt no need to emulate such violence in real life.  Everything on stage was safe.  As 

Romeo said, he trusted his fight partners because: “Oh well, if I get hurt, it’s not the end 

of the world.  I’m not gonna die.” More, the stage combat was part of a noble action in 

the play, as Hamlet said: “That’s what Hamlet was doing: collectively he was helping 

everyone.  He avenged his father [by] killing his uncle, who was a very evil man.”  

Regarding the romantic element of their characters, Hamlet said that sometimes 

when he put on the character’s coat, he felt as though he lost a lover (11).  Romeo 

connected a bit more closely to the romanticism of his character: 

I definitely [related to] the awkwardness that he had, or that we made him 

have between [Romeo and] Juliet…because that’s happened before…!  

[But] the whole stage kissing thing was definitely really [difficult]….  But 

eventually I was just like, “Aaap!  KISS.”  You don’t even think about it.  

I think that’s the trick…you just do it.  You don’t think about it.   

Romanticism also seems to appeal to women, when they can find the roles.  

Bearskin plays very near to a tragedy, in that the actions are larger and sweeping.  

Importantly, though, the plot is driven in equal parts by the Shadow’s and Mireille’s 
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actions.  Since Mireille originated the role, she was able to shape the part even more, to 

include a final turning point for her character: 

[In the beginning, Mireille is] excited about doing something contrary to 

what Daddy said…. [But] I realized, there’s got to come a breaking 

point…something snaps, and that’s when the rage kicks in….  She had [to 

have] some fire in her, so that she could fight dying, and being taken into 

Hell, and had some way to come back from that.  

However, women could also strongly connect to non-romantic but realistic roles.    

Like the tragic heroes, Mother Gibbs connected with her character’s self-sacrifice, 

although, she found her character’s sacrifice not equivalent to “being a woman,” but 

simply a strong facet of her character’s personality: 

[Mother Gibbs is] not a small town person, she wants to get into the 

city…to get a taste of something new.  [But] she ends up selling her 

[furniture] and then giving her all her money to her son, George, and his 

wife so they can get a farm.  And then she dies… She thinks a lot about 

herself on the outside, but then on the inside she’s always thinking about 

someone else….  She wishes she could put herself before other people, but 

she never ends up actually doing that.   

Although the actress did connect to her character’s actions, saying: “[I’ve been 

told that] I live in this fantasy world where everybody hates me and I never do anything 

right…[and that] affects how I act and how I always try to put people before me,” she 

also noticed that in real life, “I’m a lot more outspoken than Mother Gibbs.  ‘Cause if 
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someone offends me, or especially [offends] my friends or my brother…I will get in your 

face.”  

One wonders, then, why women settle for characters who do not fully reflect a 

woman’s experience of the world?  Are women so starved for any character who shows 

even the smallest modicum of backbone, who is not a mere Ophelia-like prop, who is 

capable of crying for love and not for loss, that they are merely grateful for a kitchen sink 

drama wherein the sale of furniture and not the salvation of a nation is at stake, that they 

hook into these quieter characters that their male counterparts can disdain in favor of a 

different wardrobe world? 

But then one must also wonder whether the men are not in the right to seek better 

worlds through the looking glass.  One must wonder whether playwrights have fallen into 

the trap of creating better female characters in dramas not by actually writing better 

female characters, but rather by creating comparatively less well-realized male roles.  The 

men may have it right.  Why should Mother Gibbs settle for giving up her dreams, when 

Ophelia and Juliet do the same?  Why shouldn’t Mother Gibbs demand, as Mireille 

demanded, a moment of pure, raw and active emotion? 

Hence, this lack of romanticism, this smaller nobility does not appeal as strongly 

to the men, in part because they are capable of comparing these dramatic roles and acts to 

their tragic counterparts.  Romeo found it more difficult to play George, to go from a man 

seeking a reconciliation between his warring families that matches his warring self, to a 

boy whose sole aspiration is to own his own farm. 

Hamlet’s dramatic characters also suffered from this lack of nobility, of 

determined focus.  Twice, he played Judas in The Passion Play, his first and last roles in 



EMILY C. A. SNYDER ON CHARACTER © 2009 64 

the high school program, once he played a war-mongering man reacting to the tragedy of 

September 11th in the avant-garde ensemble piece Shrapnel, and then he played an 

abusive boyfriend/the Devil in the one-act Dancing with a Devil.  None of these roles 

lacked for sweeping romanticism of action, but none allowed for any sort of redemption 

of character, either.  In his interview, Hamlet spoke about none of them.  He actually had 

forgotten he had starred in the latter play. 

This is not to suggest that these dramas have no place within the theatrical canon: 

Our Town is a sublime play with tremendous effect.  The point of this comparison is 

merely to point out that overall these adolescent and young adult actors appear to react 

most strongly to content that is more proactive, more sweeping and romantic than to 

plays with seemingly ordinary actions in a quotidian world. 

ROUNDED CHARACTERS  

A Rounded Character is a character who changes from the beginning to the end 

of the play.  These are typically found in lead or supporting roles (R5-R4), although some 

character roles (R3) can also be rounded characters.  The more rounded a character is, the 

more the actor is called upon to switch from emotion to emotion, the greater likelihood 

that an actor will connect with the role.  Mireille explains: 

In Much Ado I was Beatrice, which was possibly the most fun I’ve ever 

had with a role.  She was such a pistol!  ...Whereas for Mireille I had done 

heartbroken from a very serious and very dark place, it was interesting to 

play a character who…[has] the quick transitions from being upset to 

being angry to being, “Kill Claudio,” [to] “Benedick you’ve been a jerk to 

me [but] I’m still in love with you…do something!”  Oh, it was great.   
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The actors also seem to relish the rollercoaster plot twists that often accompany 

rounded characters.  Romeo recounts the moment that brought about all the reversals in 

Wallace’s Will: 

[I liked] when I said, “Enough!” really loudly and threw two people off of 

me.  That was my favorite line.  Because I was just like, “OK.  This is 

where we totally flip the show on its head!”  I liked that.  [I] don’t 

remember the line after that.  But I remember that!   

MASKED CHARACTERS  

Often, this switch from mood to mood is exemplified in characters that hide who 

they are, who wear multiple faces – who wear both the classic tragic and comic masks of 

drama.  This ability to play many roles in one character allows the actor even more 

freedom of movement, more reason to explore this wardrobe world, more faces to try on 

in these mirror moments.   

Frequently, for their on-stage character, the comedic mask is the more superficial 

face, is the face which is stripped away by the end of the play to reveal the dramatic mask 

underneath.  But far from being a tragic revelation, like Lear raging on the heath, this 

stripping away of the masks for the actors and their characters concludes with a blending 

of the best of both faces to reveal something truly honest. 

Cassandra: I could definitely relate to the idea of hiding one’s true 

feeling by acting in a different way.  Cassandra was a character that acted 

a specific way to hide her fears of change and responsibility. I would say 

that I am prone to that kind of behavior as well, but I hope my actions are 

not as mean spirited!   
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Hamlet: [King Frederick] kind of is an off-shoot of Hamlet.  Or Hamlet is 

an off-shoot of Fred.  One of the two….  I feel as if [Fred] was more 

playful, more funny, more down-to-earth, and also…a lot more indecisive.  

He did not want to do the things that he was told to do.  He did not want to 

be king….  He just wanted to go off into his own little make-believe 

world.  

Mireille: The Beatrice line that [stuck with me the most is:] “You always 

end with a jade’s trick.  I know you of old.”  The bitterness of that line 

[coming] on the heels of such spirited banter was one of the few moments 

in which you see…what she’s gone through underneath, even though she 

puts on a really good attitude most of the time.  

Romeo: You are the character [you play] – maybe not in a mental or a 

physical sense, but in personality.  Your personality is always going to 

reflect on your character….  I related with [Terence] really well.  When 

you think about it, we all, depending on who we’re around, we all slightly 

change our persona to fit the person we’re [with]….  Terence?  I am him.   

This meta theatrical experience – that is, acting characters who are themselves 

acting – seems to appeal to adolescent and young adult actors.  One possible reason may 

be that by taking on characters who are taking on characters, the actors are better able to 

both hide themselves deep behind a “safe” mask on-stage, as well as to more clearly see 

the mask they wear as the character and make observations about themselves.  Hamlet 

takes a moment to explain the “antic disposition:” 
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[Hamlet was] very good at hiding, too…which was [kisses air] mmmwah, 

excellent….  ‘Cause it’s true.  Sometimes in life you have to.  I mean, if 

you’re going to an interview for work, you have to put on a certain face….  

So in a way, everyone puts on an antic disposition.   

The metaphorical masks that characters wear are always being switched around: 

taken on, taken off, revealed in layers.  The joys of masked roles are those moments 

when the characters reveal privately to the audience what they are feeling.  In 

Shakespeare, this often comes through soliloquies.  In musicals, these moments often 

come through song.  Cassandra commented: 

Most of the most important moments for my character for me came in her 

moments of inner monologue [her solo songs], where she showed her true 

feelings that were often hidden in her speech.  The scene that was 

probably the hardest for me was the silent scene [after the disastrous 

honeymoon], in which the characters of Cassandra and Fred [attempt to] 

have a meal without speaking…. I feel that I gained a better understanding 

of Cass; not just playing her as catty, condescending and annoying 

but…realizing the fear and insecurity she was hiding through her [petty] 

actions.   

Since much of being able to change or develop the self involves seeing all the 

masks one wears in daily life, and then choosing to keep or remove them, it is little 

wonder that the practice of recognizing character masks on-stage may aid recognizing 

one’s own self masks in real life. 
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VI.  PATTERNING  

It’s a strange progression that I’ve gone through, actually.  I used to be so 

nervous… [pretends to show pre-show jitters], shaking…I felt sick, 

y’know, every time I would go on stage, but…eventually you just feel 

comfortable.  Being up there in front of everyone….  It’s a feeling of “all 

is right with the world.”  Like – the nerves…become nice.  (“Romeo”) 

FORGOTTEN ROLES 

Having established that significant roles are linked to adolescent and young adult 

actors taking on lead and supporting characters, the next step seemed to be to cross-

reference the size of the role by the genre of play.  This idea suggested itself when 

examining the men’s data.  Whereas the women tended to list all of their lead and some 

of their supporting roles as important, men would ignore impressive leads altogether. 

For example, although Hamlet played the Nutcracker in Nutcracker and Horace 

Vandergelder in The Matchmaker, among other lead roles, he mentioned neither of them 

in his interview.  When providing his résumé, he initially forgot to list two of his more 

recent lead roles at all, Robbie in Perchance and the Devil in Dancing with a Devil.  

Similarly, although Romeo cut his teeth playing Conrad Birdie in Bye, Bye Birdie, and 

recently played George Gibbs in Our Town and Sir Harry in Once Upon a Mattress, he 

had little to say about any of them.   

Some of this may be due to genre bias: The Matchmaker, Bye, Bye Birdie, and 

Once Upon a Mattress are all comedies that have not registered with the actors polled.  

Likewise, Dancing with a Devil and Our Town are dramas that also did not seem to 

connect with the men.  But Nutcracker and Perchance were dramedies, a genre that 
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resonated with both men and women.  Why weren’t these roles mentioned; were 

seemingly forgotten? 

DETERMINING PATTERNS: METHODOLOGY  

In looking for answers, a chart was created for all the actors, showing the size of 

their roles (R5-R1) in comparison to which roles they deemed significant or memorable.  

This led to the first realization that the men had not mentioned some of their leading 

roles.  These charts were then reformatted to include a value that would reflect the type of 

play.  Because the gender split was so pronounced, play genre values were likewise 

modified depending on the sex of the actor.   

For men, comedies were placed at the bottom, followed by dramas, dramedies and 

tragedies.  Plays were placed higher than musicals, based on the response.  For women, 

tragedies were placed at the bottom, followed by comedies, dramedies and dramas.  

Musicals were placed higher than plays, based on the response. 

Table 2: Play Genre Values by Gender 

Male Genre Values Female Genre Values 
1 = Comedy Musical 
2 = Comedy Play 
3 = Drama Musical 
4 = Drama Play 
5 = Dramedy Musical 
6 = Dramedy Play 
7 = Tragedy Play 

1 = Tragedy Play 
2 = Comedy Play 
3 = Comedy Musical 
4 = Dramedy Play 
5 = Dramedy Musical 
6 = Drama Play 
7 = Drama Musical 

 
A point was then added to reflect the role size (R5-R1).  So, for example, the role 

of Hamlet would register as 7.5 (Tragedy: Play, R5), but for Cassandra the role of 

Guildenstern in that same play would be marked as a 1.4 (Tragedy: Play, R4).  

Conversely, Mother Gibbs would experience her role in Our Town as a 6.4 (Drama: Play, 
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R4), but Romeo playing George would mark his role in that same play as a 4.5 (Drama: 

Play, R5).  See Appendix B (108) to see each participant’s personal chart. 

Figure 9: Romeo’s Pattern without Play Genre 

 

Figure 10: Romeo’s Pattern with Play Genre 

 

Putting the content of the play over the size of the role seemed to accurately 

reflect what the men experienced in theatre (see Figures 9 and 10, above).  However, 
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there appeared to be some discrepancies in this system when examining the women’s 

charts.  For example, according to this designation Mother Gibbs ought to have 

mentioned more about Aloysius from Poe’s Midnight Dreary because it was a dramatic 

play, like Our Town, except that Aloysius was a character role (R3) in comparison to 

Mother Gibbs, which is a supporting role (R4).  By reversing the weight to reflect first 

the size of the role followed by the content of the play for women, the charts began more 

accurately reflecting what the actresses had expressed in their interviews. 

Two patterns introduced themselves as the most key elements: The Rule of Firsts 

and Lead Fatigue, both of which are the result of play genre, character size and timing. 

RULE OF FIRSTS 

What became apparent in examining these charts was that as much as the role size 

and play genre were important, so too was an actor’s first experience as the lead in that 

type of show.  If all three elements are in play, then the likelihood that role will prove in 

some way significant or memorable increases. 

Hamlet provides a good example when comparing two musical dramedies in 

which he had the lead role: as King Frederick in King of Fools, which was a significant 

emulative role, and nine months later as Christian/The Nutcracker in Nutcracker.  Both 

roles are marked as 5.5 (Dramedy: Musical, R5), but only the first one is listed as 

significant.  From this we might surmise that since he had already played a lead in a 

musical dramedy, the actor had a “been there, done that” attitude to his second dramedy.   

Nor will merely experiencing a play genre that tends to connect create a 

significant experience: the actor must play the lead in that genre.  Four years before 

playing Claudio, a negative significant character in the play dramedy, Much Ado About 
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Nothing, Hamlet played several important roles in the 2004 production of the play 

dramedy, A Christmas Carol: Fred, Scrooge’s nephew; Young Scrooge, who falls in love 

with Belle; and the Ghost of Christmas Future.  However, since none of these roles, as 

large as they were, were the lead character of Scrooge, Hamlet felt no connection to that 

play despite the genre.   

The Rule of Firsts requires that the actor be a lead, in a genre he connects with, 

for the first time.  As Romeo explained: 

[Romeo and Juliet] was the first time I was really challenged in this sort of 

medium.  I’d been challenged in school; I’d been challenged in sports; but 

never really in this artistic, more deep emotional thinking and feeling 

way….  [I thought:] “I don’t know if I can do this.  I don’t know if my 

body’s gonna want me to do this!  I don’t know if my mind’s gonna want 

me to do this!”  And to just get through it all was the greatest satisfaction I 

could have hoped for.  

This challenge seems to be a large factor in whether or not a role will prove 

significant.  When actors are challenged, they tend to devote more of their energy 

towards bonding with the on-stage character, which in turn can lead to a shaping of their 

actual character.  The first time an actor takes on the lead role in an unfamiliar genre of 

theatre, the challenge is greater, the wardrobe world new and unexplored.  Returning to a 

lead role, returning to that genre, the actor is not as challenged: the way in and out of the 

wardrobe is known.  Hence, unless some new factor is added in – either on-stage or off – 

the likelihood that the second experience will be significant is lessened. 
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This may explain why common wisdom holds that older or established actors “do 

not have significant character experiences:” they have already been through all the 

wardrobe worlds available to them.  But even an older or established actor can be 

surprised to be cast in something new, something challenging.  For example, when I cast 

Pirates of Penzance, the role of the Pirate King was given to a 50 year old man who had 

heretofore been typecast as “the Dad.”  He therefore went into auditions fully expecting 

to be considered only for the Major General.  When he was cast as the Pirate King, 

however, he fully embraced the role, ran headfirst past the mirror ledge and into the 

world beyond.  At the first rehearsal, he brought two actual cutlasses with him; by the 

final performance, his wife confided in me that he was considering piercing his ear for 

real as a memento of that experience.   

Older actors are not incapable of stepping through the wardrobe once more; they 

have not lost their own reflections.  The wardrobe worlds may be peopled by more than 

the Lost Boys, if only casting directors and the actors themselves dare to step out of the 

boxes they have shut themselves in. 

This pattern of firsts proved to be true for the women as well, especially regarding 

significant roles.  The only exception was Mother Gibbs whose role in Our Town was a 

supporting character and not the lead.  Looking at Mother Gibbs’ chart provided an 

additional important factor to the Rule of Firsts.  One month after finishing her first play 

drama Our Town, Mother Gibbs played Christmas Present in the 2008 production of the 

play dramedy A Christmas Carol.  Since this was her first experience of this genre, and 

she had a supporting role which had just proven important to her as Mother Gibbs, it 

might be supposed that this production could yield a significant or at least memorable 
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experience.  However, much like Hamlet before her, at first she completely forgot to list 

the show at all on her résumé.  When she remembered that role, she went on to explain 

that she had forgotten the entire production because she had not liked the director or the 

director’s vision and staging of the show, which had then colored the entire experience. 

Have a vision. Know your play up and down, left and right. It is my 

biggest pet peeve when a director blocks you on the spot because they 

haven't looked at the material enough. If you are a director, BE THE 

DIRECTOR.  Not saying that you can't have something happen in 

rehearsal and use that or think of something on the spot after blocking that 

you like better.  Just be prepared.  My favorite type of director is actually 

one who knows exactly what they want from each second in the show. 

They know the personality of every character and how it is going to fit 

into each line. I love when directors have a vision of the play and then 

make it become reality. It really [makes] the actors [work] to bring that 

vision to life.   

Which is to say, outside factors may influence whether an actor has a significant 

experience or not.  A director who cannot communicate with the cast cannot 

communicate the way through the wardrobe.  Fellow cast members can impede the way, 

convincing an actor that the character or show isn’t worth investing time in.  Concerns in 

real life can keep actors from being able to fully give themselves over to the experience.  

The script can be truly terrible.  As Mireille said: “You can't bond over a bad script.  It 

just doesn't happen.” The Rule of Firsts only points the way to a significant experience; 

it’s not a guarantee. 
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LEAD FATIGUE  

Connected to the Rule of Firsts is Lead Fatigue.  As much as an actor may covet 

playing lead roles, this can also become wearing because the fate of the show ultimately 

lies upon the lead actor’s shoulders.  As Hamlet explains: 

My first thought [as Hamlet] was “How the hell am I going to memorize 

all of this?”  ….And I just kept thinking for some reason, “Disaster.  

Disaster.  Disaster.  Disaster.”  ‘Cause that was a lot of responsibility to 

be a title character.  And my director didn’t really help much by saying, 

“One of the greatest plays in all of English literature!”   

Lead Fatigue presents itself in the following ways: 

�  Lead Fatigue Proper: This is a condition when, after playing a long 

series of leads and/or supporting roles in quick succession, the weight 

of carrying a show begins to dull the excitement one feels for each 

individual show and can impede significant experiences. 

�  Lead Fatigue Comparative: This is a condition when, because an actor 

just had experienced a significant character, other leads which follow 

closely after cannot compare.  The actors often feels as though they are 

still connected to that character and the world of that play, which 

makes investing in a new play so quickly distasteful. 

Both Hamlet and Mother Gibbs seem to be undergoing Lead Fatigue Proper at the 

time of this writing.  In the space of six months after concluding Our Town, Mother 

Gibbs played three other supporting roles in three separate genres, two of which she had 

never experienced prior: Christmas Present in the play dramedy A Christmas Carol, 
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Queen Aggravain in the musical comedy Once Upon a Mattress, and Flashback Mary in 

the original musical dramedy, Pink Noir, for which she is still in rehearsals.   

Each of these should have been significant or at least memorable, except that A 

Christmas Carol was marred by directing, and Once Upon a Mattress was a supporting 

role in a musical comedy, which Mother Gibbs had already experienced as the Sour 

Kangaroo in Seussical, thus negating itself due to the Rule of Firsts.   

As for Pink Noir, which has begun rehearsing on very rocky ground due to cast 

difficulties, the verdict is out.  According to the Rule of Firsts, the genre and size of role 

may register highly for her experience.  However, thanks to Lead Fatigue and outside 

factors such as the cast issues, she may have no will to fully invest herself in her 

character.  Time will tell. 

Similarly, Hamlet has nearly made a career thus far out of lead or supporting 

roles.  Following Frederick in King of Fools, his first lead and first significant 

experience, he played three more leads and one supporting role within the space of two 

years.  Playing Hamlet shook him out of that fatigue, thanks mostly to the greatness of 

the role itself.  The Rule of Firsts played a part as well: Hamlet was the lead, in some 

ways the ultimate lead for any male actor, and this was the actor’s first tragedy ever, 

performed against incredible odds.   

The play Hamlet had been proposed as the spring 2006 play for the actor’s high 

school, but the administration opposed the selection. The Matchmaker was produced in 

its place, and it looked as though the Bard’s masterpiece would have to wait.  However, 

Hamlet himself rallied the troops and convinced me, his director, to found a summer 

Shakespeare program, which has continued to the time of this writing. 
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I felt as though when we weren’t allowed to do [Hamlet] over senior year 

that it was something that we – not you, not me – but everyone in our 

group…needed to do.  And I think that we all needed to do it.  And I think 

everyone that did it came from that with something important in life.   

Following that, Hamlet played a single character role, until the following year 

when he played Claudio in Much Ado About Nothing, which proved to be a negative 

significant role.  In this case, a long break from theatre and from lead roles proved 

sufficient relief from Lead Fatigue Proper to allow Hamlet to have a significant 

experience again.   

Since then, Hamlet has played one speaking role (R2), three character roles (R3), 

two supporting roles (R4), and two lead roles (R5) over the course of two years, none of 

which he named significant.  This is not to say that Hamlet will never have another 

significant experience again, nor that he necessarily needs another significant experience.  

But it does point to Hamlet’s wise decision to seek out “lesser” roles – in this case 

character and supporting roles (R3-R4) rather than lead roles (R5) – in order to avoid lead 

fatigue.  In fact, taking on character roles (R3) may fall under the Rule of Firsts and 

prove a great rejuvenation for the actor. 

Lead Fatigue Proper can be a blessing in disguise.  After one’s first few leads, 

there may be a tendency towards becoming a diva or divo.  Hamlet encountered this after 

playing Frederick in King of Fools.  Once he was called on it, however, he went out of 

his way in subsequent productions to make sure that when he was cast as a lead, or any 

role, he took care of the cast not only in the world of the play but also in real life. 
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People fear the role [of Hamlet] and when they see that you’ve taken the 

role on and actually done the show and actually done all the monologues 

and everything they have a little bit more respect for you.  And I feel I 

have a little bit more respect for myself…. And I do feel as though I came 

out of that show with not a large hot head, which some people do.  You 

know, they’re like, “I’m the title character!  I’m great and fantastic!”  I 

don’t feel as if I came out like that, because I feel like the show wasn’t 

about Hamlet, it was about everyone else….  And everyone else was really 

good.   

Comparative Lead Fatigue is best exemplified by Romeo, who played five lead or 

supporting roles within the course of a year. As written elsewhere, although Conrad 

Birdie is the titular role of Bye, Bye Birdie, Romeo’s third show ever, Romeo had only a 

month in which to relearn the entire show since he was stepping in for another actor.  

Hence that role only registered as a supporting character (R4) rather than a lead role (R5), 

which it can be played as.   

After that, he had his two significant experiences back to back: Terence in 

Wallace’s Will and Romeo in Romeo and Juliet.  Both shows followed the Rule of Firsts, 

with Romeo becoming even more significant because of the character’s historical 

importance and because the show was the actor’s first tragedy.  Leaving Verona, Italy 

proved very difficult: 

But this was not the typical post play sadness of really feeling depressed 

that you aren’t seeing your cast everyday and working toward the 

almighty goal of putting on a kickass performance. It was a feeling of 
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emptiness...a real feeling that a part of me sorta died inside. I realized that 

I am not Romeo anymore. I will never go at 5 o'clock and begin to get into 

character and put on my vest and look at my spikey hair in the mirror.  I 

won’t ever be able to say that I AM Romeo, only that I WAS Romeo…. 

How, then, could playing the lead of George Gibbs in Our Town ever compare to 

Shakespeare’s passionate tragedy?  Much less, how little would playing a mere 

supporting role in the all-school musical compare?  Fortunately, Romeo has since played 

two other character (R3) roles, which will hopefully help alleviate the majority of this 

Comparative Lead Fatigue and open the way to the possibility of other significant 

experiences. 

One of the benefits of such Comparative Lead Fatigue, however, can be that 

actors begin to realize that they can pursue roles which please them most.  If the message 

of a play and the effect it has on an audience are important to actors, they might then 

strategize in auditions to make not just one character but their entire careers significant.   

Once an actor has experienced several lead roles in succession, the size of the role 

becomes less important, and the content of the character and of the play itself become the 

most crucial factors.  Men often have the pleasure of experiencing this early in their 

careers, since statistically men tend to be cast as larger roles with greater frequency. 

Women also experience this, although often not as young as the men, due to their 

diminished opportunities for being cast in a lead or supporting role.  See Section IV (46) 

and Appendix D (121) and E (123) for comparative statistics.  Commenting on the 

difference between being a part of the play drama Our Town, which talks about the 



EMILY C. A. SNYDER ON CHARACTER © 2009 80 

nature of life and death, verses the musical comedy Once Upon a Mattress, which is a 

fanciful reimagining of The Princess and the Pea, Mother Gibbs had this to say: 

We’re all really nostalgic and we all really miss [Our Town] because the 

musical cast is big [and] really clique-y, and we’re not as close.  We don’t 

get to talk to each other like how we did.  [Doc Gibbs and I] are still a pair 

[as Queen Aggravain and the Wizard] so we get to talk backstage, but 

what we talk [about is], “Oh [sigh], we miss Our Town.  This isn’t as good 

as Our Town.  Our Town was so much more fun than this.”  Because the 

cast was so close and I think that – the musical will still be enjoyable for 

the audience but it won’t have the same effect, clearly, as Our Town did.  

And I think that kinda makes us wish that we could affect them in the 

same way again and have that proud feeling of being able to make them 

enjoy something but also get them to actually think about life at the same 

time.  

BENEFITS OF A SLOW RETURNING  

Although the return from the wardrobe worlds will be discussed in Section VIII 

(99), a moment should be taken to understand what part Lead Fatigue has in an actor’s 

reassimilation to reality.  Both forms of Lead Fatigue can be excellent means whereby an 

actor returns from the wardrobe world to the real world.  Lead Fatigue can make an actor 

expend energies towards the good of other cast mates.  It can point actors in the direction 

of theatre that is significant in its content to audience members as well as to themselves.   

And perhaps most importantly, Lead Fatigue can be a sign that actors are not done 

with the significant characters they have inhabited.  If actors do not immediately connect 
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to the next large role they play, this does not mean they are ungrateful or not dedicated to 

that particular show, it simply means that they are still within that other world and are not 

ready yet to come back.  They have more to learn from that character about their own 

character, what they want to keep in this world, and what they are willing to let go of in 

that world. 

In that sense, it is often best for an actor not to take on a significant role in a 

performative way too soon after the close of a significant show.  For example, Romeo 

was required soon after playing his part to read the balcony scene in a drama class.  

Perhaps as a slight defensive measure, he played the part mechanically: 

Well, I didn’t have any trees, so I couldn’t exactly do the same exact 

blocking, but it was just running through my head the whole time I was 

doing it.  I was just like, “Oh!  I’m supposed to go over here, but I’m not 

gonna go over here because it’s not – ”  …So.  I, I, yeah, I didn’t, I just 

read the part.  I didn’t really get into it as deeply as before.  So it was just 

kinda like, reading it.  

Once enough time passes and the play character settles in properly to one’s own 

character, those significant roles can be a delight to revisit, as Hamlet did two years later, 

when he presented two of his Hamlet soliloquies in class: “Rogue and peasant slave,” and 

the behemoth, “To be or not to be.”  For both, he realized that the character and not the 

blocking were the thing, and so Hamlet attempted to create the role anew to varying 

degrees of personal success. 

For “Rogue and peasant slave,” I did a completely different take, different 

motions and movement, but the same emotions, and it just felt – like it 
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worked….  I tried something different, I tried my own take, but then I 

reverberated back to like [snap] just mental Hamlet….the body movement, 

the body posture.  

Replaying “To be or not to be” proved a little more difficult to separate out from 

what had been done and what could be discovered in the movement: 

I changed things that I didn’t do originally from the version that we did, 

‘cause I went to it from my own perspective…“This is who I think Hamlet 

should be,” which is very similar to the Hamlet you thought I should be.  

And then I went out there, I did it, and then – It was all right, it was good, 

I got through the lines, but, I don’t know, it felt a little bit different, being 

back there, in that moment, that time.   

Regardless, time seems to be the most important factor.  Just as in Narnia time 

moves differently than in our world, so the time it may take for an actor to reintegrate 

after a significant role back into our world may take variable time as well.  But unlike our 

world which rushes about its daily business, there is no need to hasten a return from a 

wardrobe world.  It will happen in its own time and in its own way. 
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VII.  OTHER FACTORS 

In my experience, [cast] bonds are formed through little inside jokes and 

little incidents that add up over the course of a rehearsal/performance 

period.  I am a big believer in the effect of a shared experience, good or 

bad: dealing with the loss of a staff member or the world’s worst tech 

week.  (“Cassandra”) 

CAST BONDING  

Having discovered the key patterns into the wardrobe worlds: play genre, 

character size, and timing, some brief attention should be paid to those few extra 

elements which may point the way both into and out of the wardrobe. 

Unanimously, the actors polled said a large factor in their significant character 

experiences depended on cast bonding.  Because taking on a significant role by definition 

requires that an actor be open to an emotional experience, perhaps exploring emotions 

that had not been dealt with, the support and acceptance of the cast can provide a safe 

environment in which to explore those emotions.  Having a cast watch out for him helped 

Hamlet explore and purge past hurts when he played Claudio, a negative significant role. 

[In Much Ado About Nothing] I think the rehearsal process was really 

helpful because I was around all these people and all these friends.  

Whenever I was down – ‘cause I was down a lot for Claudio, I was really 

down – and any time I was around these people they really brought me up.   

So much of acting requires a trust in one’s fellow actors, particularly scene 

partners, that building trust outside of the confines of the stage in real life becomes an 

essential part to trusting oneself to the role while on-stage.  This particular bonding with 



EMILY C. A. SNYDER ON CHARACTER © 2009 84 

one’s opposite lead can make both actors’ experience of the role equally significant, such 

as Cassandra and Hamlet playing Frederick in King of Fools.  Cassandra had played a 

romantic supporting role (R4) twice before, as Penny in HONK! and as Mireille’s Voice 

in Bearskin, but playing the lead role (R5) of Cassandra required that she become even 

more vulnerable than before. 

I was grateful to have people who understood that it sometimes takes me a 

little while to become comfortable with things.  The cast was incredibly 

patient with me when I was sick.  I was also grateful to have a scene 

partner who I was comfortable with and who was understanding of me 

being uncomfortable.  

Having these shared experiences, braving the challenges and reaping the rewards 

of a production together, can create a sense of greater friendship – even family.  This is 

particularly true in programs with returning participants, where the shared history extends 

through many productions, over the course of each student’s personal development. 

It was about the feeling of being in a family that’s not your family.  

Somewhere where you can go when all hell broke loose and you can go 

there and be someone else…be around people that you know you can be 

comfortable with, no matter what.  Even if they do get angry and mad and 

hold swords or something!  Still, it’s a comfortable place where you can 

go to and just be yourself.  (“Hamlet”) 

If the cast bonding takes on a familial and open attitude, actors new to the 

program can be incorporated easily, without having to fight their way through already 
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formed cliques.  This immediate acceptance can be hugely important for young actors 

and aids in their ability to judge their worth on their existence and not their role size. 

I have pretty bad self-confidence issues: I’m shy and don’t like to talk to 

people I don’t know, but the whole cast of [Romeo and Juliet] was like, 

“HEY!  WE LOVE YOU!”  And I was like, “What?  I don’t even know 

any of you!”  And they’re like, “We don’t care!”  There go my self-

confidence problems!  (“Romeo”)  

As may be expected, then, those shows where the cast does not bond, where scene 

partners do not build up a mutual sense of trust, or where cliques are firmly in place, can 

affect an actor’s experience of a show.  While these unfortunate circumstances do not 

negate the possibility of a significant experience – such as how Mireille experienced a 

negative significant role playing Titania – they may stand in the way of a healthy 

working environment and may affect the playing of the role. 

Learning to bond with your cast [is important].  In the shows that I’ve 

been in where it’s lacking, I’ve really felt it.  To a large extent it was 

lacking in A Midsummer Night’s Dream.  I didn’t have a really intense 

connection with my Oberon and it affected my role a lot.  It meant that I 

was afraid to make certain physical choices with him [because] I didn’t 

feel that I had an off-stage relationship with [him]…. I felt there was a 

wall between us.  

Nor are all cast bonding experiences the same.  If an actor for whatever reason 

does not want to become close to the other cast members, that actor simply won’t.  As 

Romeo said: “I think a tight cast is made up of people who want to make the show great. 
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A cast will bond if…they want to bond.” For all that the remainder of the cast may 

welcome that actor, for all that the director may implement cast bonding exercises, for all 

that every other cast member may grow close to one another, cast bonding is ultimately a 

matter of personal will. 

The most important thing to make a cast bond is to be accepting of 

everyone involved in the show. Our Town was one of the closest casts I've 

ever had, but everyone was not in that bond. You could tell who was 

because they loved the show and loved being there. Those people would 

never trash on other people. They always seemed the happiest and the 

closest in the cast.  (“Mother Gibbs”)  

Some of the elements which can encourage cast bonding are cast size, play 

content, rehearsal process, and extra-theatrical bonding. 

CAST SIZE  

More often than not, smaller casts tend to be more conducive to cast bonding and 

thus to developing significant roles.  This becomes particularly apparent when looking at 

the difference between most musical and straight play cast sizes.  Musicals may vary 

from a small cast, such as the 12 actors in Bearskin who bonded closely, to the cast of 

425 actors in the 2001 all-school production of The Wonderful Wizard of Oz.  

The problem with musicals is that the [all-school musical] is the biggest 

production of the year.  Therefore all these kids try out.  And so I think it’s 

almost like – not impossible – just ridiculously difficult to become friends 

with everyone in the cast.  Like, I don’t know half those kids’ names!  

(“Mother Gibbs”)  



EMILY C. A. SNYDER ON CHARACTER © 2009 87 

Compare this to a typical play size, which may range from a cast as small as one 

or two actors, such as the cast of four in the 2006 production of David Ives’ Sure Thing, 

to a “large” cast of 26, such as in the 2004 production of A Christmas Carol.  Cassandra 

offers this advice of how to bond in smaller groups within a larger cast:  

A small cast or small sections of cast definitely helps; in shows like 

Bearskin and Hamlet having a very small cast forces shared experience 

from the start with everyone rehearsing together.  Similarly in a show like 

A Midsummer Night’s Dream where you are in a small group that only 

has scenes together, bonds formed easily.   

PLAY CONTENT  

The content or quality of the play can also affect whether a cast bonds or not.  If a 

script fires the imaginations of the director and the actors, then the whole cast will work 

together towards putting on the best show possible.  However, if the production has to 

work constantly against the script to make the content better, this can impede cast 

bonding.  Mireille explains: 

Damn Yankees, for example, wasn't a show many of the kids in the cast 

liked, and so we didn't get close, even though you'd think complaining and 

venting about the play as a group would be a good way to cement 

friendships.  Cinderella, on the other hand, was something that was 

familiar and meaningful to a lot of us; we were recreating our childhoods 

onstage.  

In many ways, theatre is an ever-shifting sport.  Where a basketball player knows 

the unchanging rules of his game, each theatrical production is literally a different 
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ballgame.  However, if the content of the “game” is worth playing, actors have found that 

the cast bonding and theatrical commitment to teamwork can even surpass sports.   

For Wallace’s Will, Romeo’s character Terence never left the stage – which 

meant that the actor was called to every rehearsal.  In accepting his part, Romeo had to 

choose between baseball or theatre: 

I guess I felt more loyal to the show than I did to my team….  You’re 

supposed to work together when you play sports, like, “We’re a team.  We 

work together.”  But being in a show, you are literally one.  You are one 

with the people around you.  You are creating something with each of 

every person’s colors, their personality.  That’s what makes the show what 

it is.  So I guess I identified more with that kind of teamwork as opposed 

to the sports teamwork where you just pull your own weight.   

REHEARSAL PROCESS 

To the cast and crew of a production, the process can be more important than the 

performance.  Rehearsal exercises can assist cast bonding, in part by including everyone 

equally in participation, without regard to role size.  Some exercises may be: 

�  Trust-building exercises, especially games where one actor takes away 

one sense, such as sight, and entrusts movement to a fellow actor.  

Trust games that include touch are particularly important because they 

encourage actors to trust their own bodies to the will of another in 

safety.  Likewise, they learn that they have control over their own wills 

when it comes to touching others. 
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�  Silly games help to lighten the mood of a show and keep actors from 

becoming too serious.  For younger actors, these can help them feel 

included and not afraid of the older or lead actors who are also being 

silly.  For older actors, especially those who are considering pursuing 

theatre as a career, silly games help them keep a sense of play. 

�  Character specific exercises include elements of improvisation to 

assist the actors in rounding out the world of their play and the 

unwritten scenes of their characters.  These games can remain 

ensemble building, since non-lead actors can improvise their own roles 

more fully, thereby staking a claim in the production outside the script. 

�  Sharing/Check-In/Encouragement sessions during a rehearsal period 

give each actor as a person outside their role an opportunity to build up 

their fellow actors’ morale or have their own built up.  These should be 

facilitated carefully by the director so that they happen only when 

needed – perhaps at the beginning, middle and conclusion of the 

rehearsal process, dependent on the mood and need of the cast. 

Nor is the director alone in shaping the exercises and experiences of the rehearsal 

process.  The actors themselves, particularly the leads, can help make or break cast 

bonding by their conduct and example.  Romeo explains: 

The tightness of the cast is effectively decided by the leads of the show. If 

the leads are all like, “Hey, we are God’s gift to acting and you other 

people are scum,” the cast will not be tight at all. BUT if the leads accept 

and even ask for criticism from other cast members, and in turn give 
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suggestions to people on how to make their part better, the cast will be 

much tighter because your focus on making the show the best it can be 

will overpower whatever feelings you have towards any other members of 

the cast.   

EXTRA -THEATRICAL BONDING  

Beyond anything that can be experienced throughout the rehearsal process, so 

much of cast bonding happens outside of rehearsal, when actors come to know their 

fellow cast members, crew and director on a personal level.  This sets the groundwork not 

only for entering into the wardrobe worlds by building trust in those who are also 

working on the show, but it paves the way for returning from those worlds by anchoring 

the on-stage relationships in the off-stage reality. 

Mireille: Good cast parties are also essential to getting to know the people 

you're working with, as well as goofing off in the dressing room – things 

no one thinks about.  

Romeo: After rehersal is where all the magic happens. This time is purely 

for cast bonding, I feel. [It’s] like group therapy.  It’s a place where you 

can feel free to talk about your stress and get advice and just get closer 

with people. In a serious show, I find these after rehersal meetings a must 

because they give you a time to wind down and come back to terms with 

yourself.  Sort of a time to step away from your character’s skin back into 

your own.   
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ACTOR-DIRECTOR DYNAMIC  

For a director and cast of a school program, this extra-theatrical bonding can 

happen much easier.  The students can see each other throughout the day, and they often 

invade the director’s office as much as possible.  Mother Gibbs said that when she took a 

class with her school director, “I became closer to her, and she became more of a real 

person to me than just someone I knew of but never actually knew….  This really opened 

up a door for our friendship.”  

However, if a director or cast members do not have the luxury of spending six 

hours a day, five days a week in each other’s company outside of rehearsal, bonding is 

best achieved if the cast and crew can set aside time to get to know one another better.  

Unsurprisingly, summer programs seem to provide this time better than school year 

programs, because the cast and crew may have more time to devote to bonding rather 

than being taken up with papers, grades, and the typical stresses of education, which so 

often gets in the way of learning.  Like with in-rehearsal cast bonding, the cast and crew 

must be willing to take the time to know each other outside of rehearsal, or bonding will 

not occur.  Speaking specifically of bonding with her directors, Mireille says: 

Having a relationship with the director has always been really important to 

me, which is why I enjoyed [the summer show] Bearskin so much.  I had a 

director who was very hands-on and very invested in the show.  It was 

great to have someone around who would really get involved in the work 

that each individual person was doing, both when we were in scenes and 

when we were outside of it….  I lacked that to a large extent with [the 

summer musical program that did Damn Yankees].  And I understand: it’s 
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because they’ve got 50 kids on stage, and they really don’t have time, and 

they’ve got to put a show up in a couple of weeks, and it’s more about fun 

than about putting on a stellar production.  But it was something I always 

wished I had.  

Although some may think that the bond between actor to director on a personal 

level may be superfluous, this bond of trust is just as important as that between actor to 

actor.  Since a director acts as the eyes of the actor, as the actor’s first audience, the actor 

must be able to trust the director’s vision and feedback.  Further, the director’s role is to 

elicit from the actor the emotional journey of the character.  To do this, the director may 

need to learn more about the actor personally, so that the director can be aware of what 

might trigger past emotions and be prepared to either avoid those triggers if unnecessary 

to playing the character or to guide the actor through those triggers safely.  When Hamlet 

was called upon to dredge up old emotions in the role of Claudio, his relationship to the 

“family” of his cast and crew aided him: 

The director, oh very much helped with everything.  She was very nice, 

very kind with everything, always understanding.  [Laughs]  Even when 

the shit went bad.  Always understanding….  [One difficult rehearsal] I 

ended up crying in front of [her].  It was bad, but it worked and it made 

me get over a lot personal things I needed to get over.   

The more actors can place themselves in the director’s hands emotionally and 

allow the director to be a guide into the wardrobe world and an anchor back to our own 

world, the more actors can trust themselves with their characters.  If this personal trust is 

not in place, it may or may not affect whether an actor has a significant character 
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experience, but it is far more likely to affect the performance and subsequent perception 

of that character.   

In A Midsummer Night’s Dream…I wasn’t comfortable with [the 

director] on a personal level, so I couldn’t click with him actor to 

director….  I do think I could play [Titania] again under different cast and 

crew circumstances.  I don’t know if I’d want to, though – which I didn’t 

think I would say.   (“Mireille”)   

Whether the director has the time or the disposition to bond with actors is a 

personal matter.  However, if able to do so, the director gives a great gift of 

trustworthiness to the actors and is given the gift of their friendship in return. 

SEASONAL PROGRAMS 

Since cast bonding, whether in rehearsal or outside of it, requires time, it is little 

wonder then that when one examines the relationship between significant and memorable 

roles and what season the play was produced, those plays which take place in summer 

have a higher rate of producing at least one significant character experience than any 

other season.   

Summer shows can become important because casts and crew can have more time 

in the summer to devote to cast bonding, character study and rehearsal time than they 

might during the school year.  To see comparative charts, see Appendix F (130). 

AGE, GRADE AND MULTIPLE ROLES 

More than grade, age seemed to factor into whether and when an actor might first 

encounter a significant role.  Of the five actors polled, none listed as significant or 

memorable any roles they played before the age of 15, even if that role were the lead.  
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For example, Cassandra played Kate in The Taming of the Shrew her eighth grade year 

when she was 14.  The reason why these early roles, no matter their size, likely do not 

connect is because the actors are still learning the basics of their craft.  For example, 

Romeo described his first character role, Harvey in the comedy play How Does a Thing 

Like That Get Started?:  “I just really had no idea what was going on half the time.  It 

was like, ‘Oh!  Say my line now!’  It was a learning experience…a good stepping stone.”   

Looking at the data, most actors experienced significant or memorable roles in the 

ages 15-16, which tended to fall somewhere in their freshman to sophomore years of high 

school.  This matches the Rule of Firsts.  Lead Fatigue set in around ages 17-18, 

somewhere in their junior or senior years.   

Typically, having had some success in theatre, the actors pursued many shows 

within the course of one year, resulting in numerous roles – often within a single show.  

However, the more roles they played with less time to connect to those roles, the less 

likely the actor was to have a significant character experience. 

After high school, actors who continued with theatre became more discriminating: 

seeking out shows and roles that resonated with them and committing to opportunities 

that allowed them time to really invest in a character.  At this point, the number of 

significant character experiences rose once more.  See Appendix B (108) for each 

participant’s chart. 

RESPONSIBILITY  

As has been mentioned elsewhere, several actors named the challenge or 

responsibility of taking on a role as an important factor in developing their on-stage and 
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real-life characters.  The weight of taking on a lead can bring this challenge and 

responsibility to the forefront. 

[As a lead in theatre] it’s all on you, it is your fault if you don’t put effort 

into it.  In a sports team, it’s the team’s fault…if we lose a game.  But in 

drama – well, I guess it can be everyone’s fault, but if you mess up then 

you mess up….  You can make mistakes in theatre, but you can’t take as 

many shortcuts.  (“Mother Gibbs”)  

To develop this sense of responsibility, it may prove helpful especially for 

adolescent or young adult actors to make it absolutely clear that they are free to stay or go 

in any given role: their will is their own.  Although a director, or the cast, or the play, or 

the role can show the way to the looking glass, only the actor can go through it.  This 

type of moment was built into the 2006 production of Hamlet at the conclusion of the “To 

be or not to be” speech: 

The director gave me a choice: if I wanted to, I could leave.  The stage.  I 

could just get up, walk away, and the show would be – the show would 

have to go on, but I wouldn’t be there.  And one night, I remember 

distinctively standing on the edge [of the stage], putting my foot out….  I 

don’t know why, but my nerves were just breaking [that night] and I was 

like, “I don’t know if I can continue.”  And I just stood there.  I stood 

there.  I had my foot out.  And I saw the director [in the audience] and I 

was like, “Hamlet wouldn’t do that.”  So I stepped back.  It was just like, 

[deep sigh] at that moment – hell or high water – you gotta do it.   
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FREEDOM  

For a role to be significant, actors must truly “own” their characters, make the 

roles their own.  This requires a freedom of imagination in approaching the role to avoid 

a slavish imitation of other productions.  Actors who take on Shakespearean roles often 

have the exhilarating and daunting task of getting to the root of his characters to present 

these stories anew.  In doing so, they jealously guard their freedom to play with 

Shakespeare against those who would impose upon them a doublet and hose mentality. 

Hamlet: Some people say that the way you should do Shakespeare is [to 

read his words as] poetry, and just, “LAAAH!  LaaalalallaaLA” and no.  

[Performing Shakespeare requires] just true human emotions and text. 

Romeo: The FREEDOM that you have when you do Shakespeare is so 

much more than when you do anything else, because he builds his 

characters very nicely, and he gives you a lot of flexibility with what they 

can do, what they can think, what you can do with the character….  And 

it’s not just one!  It’s all of the characters in the show!   

Originating characters can also give the actors a sense of freedom because there is 

no precedent except the one they set.  This may be in part why pairs of lead actors in 

original shows would have simultaneous significant role experiences: Cassandra and 

Mireille as the two sides of one character in Bearskin, and Cassandra and Hamlet as 

romantic opposites in King of Fools. 

Originating roles was such a great experience; it is so rare to be able to 

work with the author of a show. Being able to hear directly from the 

author how they understand a character made it easier to figure out how to 
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interpret lines and subtext. It also allowed for the show to be organically 

formed and changed based on the needs of the particular cast.  

(“Cassandra”) 

If the playwright is also on hand, the actor can have a part in shaping the character 

arc throughout the play.  In some ways, the actor becomes the first explorer in the world 

the playwright has created.  The playwright requires the actor to go deeply into a 

character so that those parts which don’t fit right, which don’t belong to that world can be 

removed and replaced.  The actor becomes a cartographer, but also a bridge-maker, 

assisting the playwright from the inside to complete the character arc.  Speaking about 

the changes she made to her part, Mireille explained: 

I think originally a lot of the anger that I had put into [the character of 

Mireille] had not been there [in the script], had not been something that 

was part of the character, not explicitly.  The second half of the show had 

originally read to me more as lost in abject misery and kind of maybe 

hitting a zombie-like state….  And I needed her to get to a point where she 

could feel something passionate again [so she could] be reunited with the 

Shadow at the end.  I needed to have her grow up a little. 

This sense of freedom with the role is also mingled with a great sense of 

responsibility: to the character, to the playwright, and to those who would follow after.  

The combination of these elements can factor into experiencing a significant role. 

I was aware [that I was originating the role of Mireille] and it was 

absolutely nerve-wracking to think that I was the first person to play this 

character in a show someone I know has written and this is her baby!  So I 
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felt a certain sense of responsibility to do the best I could with it.  And not 

only to set a good precedent…I wanted my performance to be a place to 

start future work from.  

These twin elements of freedom and responsibility are the hallmark of adulthood 

and may be very important to the adolescent or young adult actor in practicing these 

virtues on-stage in preparation for real life off-stage. 
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VIII.  LEAVING THE WARDROBE WORLDS 

[After the show] I cried more than I have in years…. I was hysterically 

crying in the passenger seat of my dad's car…because I didn't want the 

show to be over, I didn't want to stop being Romeo, I didn't want the 

greatest summer of my life to be over so quickly.  I wanted just one more 

night, just one more hour – but now it has hit me and the fun has finally 

come to an end.  (“Romeo.”)   

BUILDING A WALL  

As much time as has been devoted to discovering the various keys into the 

wardrobe worlds, just as important during the rehearsal process is to lay the groundwork 

for the way back into reality.  Every Dorothy who follows the Yellow Brick Road needs 

her Ruby Slippers, needs that thing which will draw her back into our own world after 

her hurricane adventures. 

These proverbial ruby slippers can be created by assisting actors into building a 

wall between themselves and their character: that is, by constantly reminding actors 

during the rehearsal process of who they really are.  Only in this way, by being able to 

identify one’s own self, are actors capable of letting a character affect their development.  

Actors require a reflection to see themselves in the looking glass. 

Particularly in dealing with darker material, introducing this wall can prove 

psychologically prudent, so that actors can allow their own selves to step back into for a 

moment if the place the character has gone to is too much.  By purposely introducing 

comedy or absurd in-jokes to a tricky rehearsal, the cast and crew create that wall, those 

ruby slippers.  Romeo explains: 
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[The absurd in-jokes] came up in shows where we as the cast were forced 

to go to places within ourselves that were very dark and scary at times, 

and you could often lose yourself in these places. So, in order to lighten 

the mood and keep us away from losing ourselves in this make-believe 

hurt that could become stunningly real, we would come up with these 

jokes that would cause us to sort of snap out of the trance that the pain of 

these characters would put us in. They were things that gave us a cast a 

little light and made us come closer because we had all these inside jokes 

that no one but us found funny.   

Once actors have been guided through this process once or twice, they are capable 

of creating that wall between themselves and their characters in future shows.  The 

materials they use may be different: friends, work, sports, etc., but the purpose is the 

same.  As Hamlet recounts, he used his other role in Much Ado to balance out the 

character arc of Claudio: “I did set up a wall between assistant director and Claudio. I 

loved being an assistant director, and I hated jump[ing] over-the-wall and to Claudio.”   

MOURNING THE SHOW  

After a show has closed, many actors experience post-show depression. 

[After a show, an actor feels that real life] is not normal.  [Theatre] was 

how your life was supposed to be.  That was your routine, but then you 

just break that routine, and you’re like, “Oh – there’s something missing in 

my day now….”  The large portion of [post-play] sadness is not being able 

to fulfill that need.  (“Romeo.”) 
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This severance from the wardrobe worlds is an important but difficult part of the 

theatre experience.  Like Dorothy, the world seems to fade from Technicolor to black and 

white.  Like the children of Narnia, the actors are dethroned and sent back to school.  

Little wonder, then, that young actors begin taking on role after role after role, often 

overlapping characters, in a furious attempt to reenter the wardrobe worlds again.   

Unfortunately, our current theatrical system does not provide a way back into 

reality as part of the entire process.  Theatrical troupes can salve the wounds in some 

ways by staying in contact with each other from show to show.  But this still doesn’t 

address an individual’s need to reassimilate into reality.   

Mireille offers excellent suggestions which deserve to be quoted at length: 

Being able to mourn the play, the loss of the show is important.  A lot of 

people get post-show depression, and I’m no exception…. Those 

[characters] are hard to let go of: you invest so much of yourself in them, 

so much of your time and energy, and you get to be so much of the 

characters’ lives that it’s rough coming away from that.  Especially if 

you’ve taken something positive, personally, away from the experience…. 

[An actor needs] to accept the fact that…while you’ll always have [the 

experience], you’ll never be in that place again….  There are a lot of 

people who get very, very caught up in shows…and have a hard time 

letting go afterwards.  And it’s why I feel like being able to mourn [the 

show] as a cast, and in whatever personal way you can, is really important 

for getting yourself back after you’ve been living as this other person.  
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As with so many things, returning to this world requires time: time to mourn, time 

to examine what one experienced and select what to keep and what to discard, time to 

look into the mirror without going through it again.  This idea of “mourning as a cast” is 

very important: who else can understand the intricacies of the world that was created and 

destroyed but those who inhabited it?  Rather than running away from examining what 

was experienced, perhaps some time needs to be devoted to the journey back again:  

[My brother] had told me that during Romeo and Juliet [the cast and crew 

would] stay after and that was half of the thing….  [Because] you don’t 

just talk about the play, you just talk about everything….  It helped us 

come down.  (“Mother Gibbs”)  

The deepest significant roles never quite leave actors, nor would actors desire 

their absence.  The best roles reveal actors for who they are or who they want to be.  

Although once actors have returned to real life they may not easily if ever return to that 

world. They need not: the world has come with them. 
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X. CONCLUSION  

Hamlet?  I don’t think I could [play him] again.  I mean, I could do it 

[physically], but emotionally…it would throw me off for a little bit.  I just 

feel as if I wouldn’t be in the right place.  Because when I did Hamlet, 

everything felt like it all was meant to be at that exact moment and at that 

exact time….  It was all the people that really made the plays and made 

the experiences.  But it was the roles that truly developed who I think I 

am.  (“Hamlet.”) 

PSYCHOLOGICAL CONSIDERATIONS  

Psychologists have much to say about the adolescent and young adult selves, 

which, because of length constraints this paper was unable to include.  Some 

psychological studies have been tentatively including drama with an eye to its therapeutic 

possibilities.  This paper extends the invitation from the opposite direction: rather than 

creating drama for therapy, psychologists might consider what participation in theatre 

already does for the actors involved.   

Some obvious jumping off points present themselves: the men’s strong 

connection to “being a man,” to discussing their approach to the roles almost in the same 

way that an anthropologist might discuss coming of age rituals.  The boy goes into the 

ceremony, stripped of his identity and must undergo a difficult physical and emotional 

task to emerge on the other side a man.   

Or one might consider the women’s need to be seen, to be heard, to have their 

worth acknowledged.  In our day and age when women stand on the shoulders of the 
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suffragettes and feminists, it seems sadly telling that the women who participated in the 

study still feel a part of the hidden and politely oppressed. 

The romantic nature of adolescents very likely feeds into their connection with 

romantic roles and stories, more than the subtle complexities of daily dramas.  The hyper-

awareness of the masks adolescents wear, the high state of shifting emotions, may 

explain why characters who display the same traits easily relate to the adolescent actors.  

The search for family outside of family as the adolescent and young adult moves towards 

independence may explain the particular need the actors may feel for cast and crew 

bonding. 

ADVOCACY  

The data presented here, even in so limited a pool of participants, will hopefully 

encourage those who work for or with adolescent and young adult actors to consider what 

may be best for the students themselves.  Directors of programs for adolescents and 

young adults might consider including more than comedies in their slate of plays for a 

season.  Playwrights might consider casting opportunities and the elements that actors 

noted as important in the script and include them in their new works. 

Hopefully, this information may encourage parents, administrators, and others 

integral to the actors but perhaps peripheral to the theatre, to see the great benefits of 

entrusting these young actors to the care of the stage as an important part of the journey 

into adulthood.  For the actors themselves, hopefully they may benefit from seeing their 

own experiences reflected back at them and knowing that they have not gone alone into 

the wardrobe worlds – and that having gone there, they can also come back again. 
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APPENDIX  A.  INTERVIEW QUESTIONS 

Basic Information: 

1. How long have you been in theatre?  What are some significant (to you) roles you’ve 

played? 

2. What is the role or roles with which you most identified?   

3. What year/season did you play that role?  How old were you? 

4. How long was the rehearsal process?  How many performances were there? 

5. What group did you perform with?  How did you get involved with that group? 

Character Questions: 

6. Had you ever played that character before or since?   

7. How did you feel when you were cast?  Did you want that character or another one? 

8. What about the character did you relate to (or not relate to)? 

9. What sticks out in your memory as important during the rehearsal process?  The 

performance?  The post-play process?   

10. Do you still respond to your character’s name?   

11. Do you remember any of your character’s lines?  Are there any that ring true to you? 

12. Was there a prop, costume, scene, etc. that helped you “hook into” your character? 

Surrounding Questions: 

13. Were there any out-of-rehearsal moments (things happening in real life) that affected 

you and reflected on your relationship to the role/show? 

14. How important were the other cast members to you?  The crew?  The director?  The 

subject matter?  The author?  The audience?  Your family?  Your friends? 
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15. After the play, do you feel that you “gave up” this character completely?  Do you feel 

that he/she still affects or is with you in some way?   

16.  (If the actors say they feel “changed” after playing the role:) What do you mean by 

change?  How did you change?  Who were you before the role and what was different 

after? 

17. What other roles have you played?  Did you have a similar sense of connection with 

any of those roles?  Did you have a disconnect with those roles? 

18. Has having this experience made it easier or harder to take on other roles?  

19. Could you play this role again?  Why or why not? 

20. Anything else you’d like to add? 
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APPENDIX B.  PARTICIPANT THEATRICAL INFORMATION  

Hamlet Acting Résumé 
 

Show/Author Date/Age/ 
Grade 

Role/Size Sig. Type 

The Passion Play 
(Snyder/Gospels) 

Apr. 2003 
(16 – 9th) 

Judas (Supporting R4) N Play: Drama 

A Midsummer Night’s 
Dream (Shakespeare) 

Mar. 2004 
(17 – 10th) 

Flute/Thisbe (Character R3) N Play: Comedy 

Kiss Me, Kate  
(Cole Porter) 

Aug. 2004 
(17 – 11th) 

Ralph (Character R3) 
Chorus (Ensemble R1) 

N Musical: 
Comedy 

A Christmas Carol 
(Snyder/Dickens) 

Dec. 2004 
(17 – 11th) 

Fred (Character R3) 
Young Scrooge (Supporting R4) 
Christmas Future (Character R3) 

N Play: Dramedy 

King of Fools  
(Snyder) 

Mar. 2005 
(18 – 11th) 

King Frederick (Lead R5) 
Fight Choreographer 

Y 
SR-E 

Musical: 
Dramedy 

Kingdom of the Son 
(Snyder/Gospels) 

Aug. 2005 
(18 – 12th) 

Jesus (Lead R5) N Play: Comedy 

Nutcracker 
(Snyder/Tchaikovsky) 

Dec. 2005 
(18 – 12th) 

Christian/Nutcracker (Lead R5) 
 Fight Choreographer 

N Play: Dramedy 

The Matchmaker 
(Thornton Wilder) 

Mar. 2006 
(19 – 12th) 

Horace Vandergelder (Lead R5) N Play: Comedy 

The Passion Play 
(Snyder/Gospels) 

Apr. 2006 
(19 – 12th) 

Judas (Supporting R4) 
Soldier (Speaking R2) 
Fight Choreographer 

N Play: Drama 

Hamlet 
(Shakespeare) 

Aug. 2006 
(19 – Frsh) 

Hamlet (Lead R5) 
Fight Choreographer 

Y 
SR-E 

Play: Tragedy  

Candide 
(Len Jenkin/Voltaire) 

Nov. 2006 
(19 – Frsh) 

CaCambo (Character R3) 
Captain (Speaking R2) 

N Play: Comedy 

Much Ado About 
Nothing (Shakespeare) 

Aug. 2007 
(20 – Soph) 

Claudio (Lead R5) 
Assistant Director 
Fight Choreographer 

Y 
SR-N 

Play: Dramedy 

Shrapnel  
(Wesley Savick) 

Nov. 2007 
(20 – Soph) 

9-11 Anger (Character R3) 
Soldier (Speaking R2) 

N Play: Drama  

Dancing with a Devil 
(Brooke Berman) 

Feb. 2008 
(20 – Soph) 

Devil (Lead R5) N Play: Drama 

English Made Simple 
(David Ives) 

Apr. 2008 
(21 – Soph) 

Male Narrator (Supporting R4) N Play: Dramedy 

Romeo and Juliet 
(Shakespeare) 

Jul.2008 
(21 – Junr) 

Tybalt (Supporting R4) 
Fight Choreographer 

N Play: Tragedy 

Perchance 
(Craig Pospisil) 

Oct. 2008 
(21 – Junr) 

Robbie (Lead R5) N Play: Dramedy 

Cupid and Psyche 
(Snyder) 

Apr. 2009 
(22 – Junr) 

Adonis (Character R3) 
Brontes (Character R3) 

? Play: Dramedy 

 
�  Purple = Actor said that show had significant impact  
�  Orange = Directed by Emily C. A. Snyder 
�  High School designated 9th-12th ; College designated Freshman-Senior 
�  If a summer show, the grade assigned is the one the actor is entering 
�  Cupid and Psyche concluded just at time of writing; significance unknown
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Cassandra Acting Résumé 

Show/Author Date/Age/
Grade 

Role/Size Sig. Type 

Once Upon a Mattress 
(Mary Rodgers) 

Jul. 2000 
(13 – 8th) 

Chorus (Ensemble R1) N Musical: Comedy 

The Taming of the Shrew 
(Shakespeare) 

May 2001 
(14 – 8th) 

Kate (Lead R5) N Play: Comedy 

HONK! 
(Stiles & Drewe) 

Jan. 2002 
(15 – 9th) 

Penny (Supporting R4) Y 
MR 

Musical: Comedy 

Twelfth Night 
(Shakespeare) 

Apr. 2002 
(15 – 9th) 

Valentine (Speaking R2) N Play: Comedy 

Cinderella 
(Rodgers & Hammerstein) 

Aug. 2002 
(15 – 10th) 

Chorus (Ensemble R1) N Musical: Comedy 

Brigadoon 
(Lerner & Loewe) 

Mar. 2003 
(16 – 10th) 

Kate (Speaking R2) Dance 
Choreographer 

N Musical: Dramedy  

Bearskin 
(Snyder) 

Jul. 2003 
(16 – 11th) 

Mireille’s Voice (Lead R5) Y 
SR-E 

Musical: Drama 

Footloose 
(Snow & Pitchford) 

Aug. 2003 
(16 – 11th) 

Chorus (Ensemble R1) N Musical: Dramedy 

The Pirates of Penzance 
(Gilbert & Sullivan) 

Feb. 2004 
(17 – 11th) 

Ward (Ensemble R1) N Musical: Comedy 

A Midsummer Night’s 
Dream (Shakespeare) 

Mar. 2004 
(17 – 11th) 

Quince (Character R3) N Play: Comedy 

Kiss Me, Kate 
(Cole Porter) 

Aug. 2004 
(17 – 12th) 

Dresser (Ensemble R1) N Musical: Comedy 

A Christmas Carol 
(Snyder/Dickens) 

Dec. 2004 
(17 – 12th) 

Mrs. Fezziwig (Character R3) 
Employee (Speaking R2) 
Thomasina (Speaking R2) 

N Play: Dramedy 

King of Fools 
(Snyder) 

Mar. 2005 
(18 – 12th) 

Cassandra (Lead R5) Y 
SR-E 

Musical: Dramedy 

Virgil’s Wedding 
(Eddie McPherson) 

Nov. 2005 
(18 – Frsh) 

Curly Sue (Character R3) N Play: Comedy 

Hamlet 
(Shakespeare) 

Aug. 2006 
(19 – Soph) 

Guildenstern (Supporting R4) 
Dancer (Ensemble R1) 
Dance Choreographer 

N Play: Tragedy 

 
�  Purple = Actor said that show had significant impact  
�  Green = Actor said that the show had a memorable impact on her 
�  Orange = Directed by Emily C. A. Snyder 
�  Middle School designated 8th; High School designated 9th-12th; College designated Freshman-

Senior 
�  If a summer show, the grade assigned is the one the actor is entering 
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Mireille Acting Résumé 

Show/Author Date/Age/
Grade 

Role/Size Sig. Type 

Once Upon a Mattress 
(Mary Rodgers) 

Jul. 2000 
(13 – 8th) 

Chorus (Ensemble R1) N Musical: 
Comedy 

Damn Yankees 
(Abbot & Wallop) 

Jul. 2001 
(14 – 9th) 

Chorus (Ensemble R1) N Musical: 
Comedy 

Much Ado About Nothing 
(Shakespeare) 

Jun. 2002 
(15 – 10th) 

Beatrice (Lead R5) Y 
SR-E 

Play: Dramedy 

Cinderella 
(Rodgers & Hammerstein) 

Jun. 2002 
(15 – 10th) 

Wicked Stepmother 
(Supporting R4) 

Y 
MR 

Musical: 
Comedy 

Daisy Pulls it Off 
(Denise Deegan) 

Aug. 2002 
(15 – 10th) 

Miss Gibson (Character R3) N Play: Comedy 

A Mad Breakfast 
(I. M. Gray) 

Sep. 2002 
(15 – 10th) 

Miss Smith (Speaking R2) N Play: Comedy 

As You Like It 
(Shakespeare) 

Jun. 2003 
(16 – 11th) 

Celia (Supporting R4) Y 
MR 

Play: Comedy 

Bearskin 
(Snyder) 

Jul. 2003 
(16 – 11th) 

Mireille’s Voice (Lead R5) Y 
SR-E 

Musical: Drama 

Boy Meets Girl 
(Wendy Wasserstein) 

Feb. 2004 
(16 – 11th) 

Dr. Susan (Speaking R2) N Play: Comedy 

The Merchant of Venice 
(Shakespeare) 

Aug. 2004 
(17 – 12th) 

Solanio (Character R3) N Play: Dramedy 

Rocky Horror Picture Show 
(Richard O’Brien) 

Nov. 2005 
(18 – Frsh) 

The Criminologist 
(Character R3) 

N Musical: 
Comedy 

Rocky Horror Picture Show 
(Richard O’Brien) 

Apr.2006 
(18 – Frsh) 

The Criminologist 
(Character R3) 

N Musical: 
Comedy 

A Midsummer Night’s Dream 
(Shakespeare) 

Nov. 2006 
(18 – Soph) 

Titania (Lead R5) Y 
SR-N 

Play: Dramedy 

Role-playing Gaming 
(N/A) 

Sep. 2006-
Present 

Various Characters (N/A) N/A N/A 

Rosencrantz and Guildenstern 
are Dead 
(Tom Stoppard) 

Apr. 2009 
(21 – Jun) 

Player (Supporting R4) ? Play: Dramedy 

 
�  Purple = Actor said that show had significant impact  
�  Green = Actor said that show had memorable impact 
�  Orange = Directed by Emily C. A. Snyder 
�  High School designated 8th-12th; College designated Freshman-Senior 
�  If a summer show, the grade assigned is the one the actor is entering 
�  Rosencrantz and Guildenstern are Dead  in rehearsal at time of writing; significance 

unknown 
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Mother Gibbs Acting Résumé 
 

Show Date/Age/
Grade 

Role/Size Sig. Type 

Once on This Island (Flaherty 
& Ahrens) 

Mar. 2005 
(14 – 8th) 

Ensemble; Quit  
(Ensemble R1) 

N Musical: 
Comedy 

A Case of Belonging  
(Jan Allred) 

May 2005 
(14 – 8th) 

Tax Adjuster (Speaking R2) N Play: Comedy 

The Wiz 
(Smalls & Brown) 

Mar. 2006 
(15 – 9th) 

Citizen of Oz (Ensemble R1) N Musical: 
Comedy 

This is a Test (Stephen Gregg) May 2006 
(15 – 9th) 

Alanna (Lead R5) Y 
MR 

Play: Comedy 

Seussical (Flaherty & Ahrens) Mar. 2007 
(16 – 10th) 

Sour Kangaroo  
(Supporting R4) 

Y 
MR 

Musical: 
Comedy 

The Final Dress Rehearsal 
(Jack Frakes) 

May 2007 
(16 – 10th) 

Director (Character R3) N Play: Comedy 

Bye, Bye Birdie 
(Stewart, Adams, Strouse) 

Mar. 2008 
(17 – 11th) 

Gloria Rasputin (Character 
R3), Ensemble (Ensemble R1) 

N Musical: 
Comedy 

Poe’s Midnight Dreary 
(Edgar Allen Poe) 

Apr. 2008 
(17 – 11th) 

Aloysius (Character R3) N Play: Drama 

Employees Must Wash Hand 
Before Murder 
(Don Zolidis) 

May 2008 
(17 – 11th) 
 

Detective (Character R3) N Play: Comedy 

Alice in Wonderland (Kathryn 
Schultz Miller/Lewis Carroll) 

Nov. 2008 
(17 – 12th) 

Cheshire Cat (Character R3) N Play: Comedy 

Our Town 
(Thornton Wilder) 

Nov. 2008 
(17 – 12th) 

Mother Gibbs (Supporting R4) Y 
SR-R 

Play: Drama 

A Christmas Carol 
(Michele L. Vacca/Dickens) 

Dec. 2008 
(17 – 12th) 

Christmas Present  
(Supporting R4) 

N Play: Dramedy 

Hpesoj Knows Best 
(Romeo, Mother Gibbs, etc.) 

Feb. 2008 
(18 – 12th) 

Hpesoj Narrator 
(Character R3) 

N Play: Comedy 

Once Upon a Mattress 
(Mary Rodgers) 

Mar. 2009 
(18 – 12th) 

Queen Aggravain  
(Supporting R4) 

N Musical: 
Comedy 

Pink Noir 
(Snyder) 

May 2009 
(18 – 12th) 

Flashback Mary  
(Supporting R4) 

? Musical: 
Dramedy 

 
�  Purple = Actor said that show had significant impact  
�  Green = Actor said that show had memorable impact 
�  Orange = Directed by Emily C. A. Snyder 
�  Grey = Actor was cast in show and quit before performance 
�  High School designated 8th-12th 
�  If a summer show, the grade assigned is the one the actor is entering 
�  Pink Noir in rehearsal at time of writing; significance unknown 
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 Romeo Acting Résumé 

Show/Author Date/Age/
Grade 

Role/Size Sig. Type 

Step in Time 
(Sherman Brothers) 

Apr. 2007 
(14 – 8th) 

Solo Dancing Sweeper 
(Character R3) 

N Musical: 
Comedy 

How Does a Thing Like That 
Get Started? (Pat Cook) 

May 2007 
(14 – 8th) 

Harvey (Character R3) N Play: 
Comedy 

Bye, Bye Birdie  
(Stewart, Adams, Strouse) 

Mar. 2008 
(15 – 9th) 

Conrad Birdie (Supporting R4) 
Freddie (Speaking R2) 

N Musical: 
Comedy 

Wallace’s Will  
(Snyder) 

May 2008 
(15 – 9th) 

Terence (Lead R5) Y 
SR-R 

Play: 
Dramedy 

Romeo and Juliet 
(Shakespeare) 

Jul. 2008 
(16 – 10th) 

Romeo (Lead R5) Y 
SR-E 

Play: Tragedy 

Our Town  
(Thornton Wilder) 

Nov. 2008 
(16 – 10th) 

George (Lead R5) N Play: Drama 

Hpesoj Knows Best  
(Romeo, Mother Gibbs, Others) 

Feb. 2009 
(16 – 10th) 

Kevin the Jerk (Character R3) 
Dexter Supernerd (Character R3) 

N Play: 
Comedy 

Once Upon a Mattress  
(Mary Rodgers) 

Mar. 2009 
(16 – 10th) 

Sir Harry (Supporting R4) N Musical: 
Comedy 

To Date or Not to Date  
(Jason and Maria Pizzarello) 

May 2009 
(16 – 10th) 

Macbeth (Character R3) ? Play: 
Comedy 

 
�  Purple = Actor said that show had significant impact  
�  Orange = Directed by Emily C. A. Snyder 
�  High School designated 8th-12th 
�  If a summer show, the grade assigned is the one the actor is entering 
�  To Date or Not to Date in rehearsal at time of writing; significance unknown 

 



EMILY C. A. SNYDER ON CHARACTER © 2009 117 



EMILY C. A. SNYDER ON CHARACTER © 2009 118 

 
APPENDIX C.  SIGNIFICANT EXPERIENCES BY GENRE AND PARTICIPANT  

Hamlet Significant Roles by Play Genre 
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Mireille Significant/Memorable Roles by Play Genre 
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Mother Gibbs Significant/Memorable Roles by Play Genre 
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Romeo Significant Roles by Play Genre 
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APPENDIX D.  SURVEY OF SELECTED PRODUCTION CASTING  

Statistics for Male/Female Ratio 
 

Show Title/Year Total 
Cast 

Male 
Actors 

Male 
Roles 

Male 
Leads 

Fem. 
Actors 

Fem. 
Roles 

Fem. 
Leads 

Twelfth Night 2002 
(Play Comedy) 

16 6 13 8 10 4 3 

Brigadoon 2003 
(Musical Comedy) 

20 7 9 5 13 6 3 

Bearskin 2003 
(Musical Drama) 

12 5 6 4 7 6 5 

Pirates of Penzance 2004 
(Musical Comedy) 

65 29 5 5 36 5 3 

A Midsummer Night’s Dream 
2004 (Play Comedy) 

22 8 13 10 14 9 4 

Kiss Me, Kate 2004 
(Musical Comedy) 

28 11 11 7 18 4 3 

A Christmas Carol 2004 
(Play Dramedy) 

26 7 18 8 19 16 3 

King of Fools 2005 
(Musical Dramedy) 

21 7 15 4 14 10 5 

Nutcracker 2005 
(Musical Dramedy) 

26 11 9 5 15 16 5 

The Matchmaker 2006 
(Play Comedy) 

18 8 9 5 10 7 5 

The Passion Play 2006 
(Play Drama) 

21 11 13 8 10 5 4 

Hamlet 2006 
(Play Tragedy) 

15 6 18 9 9 3 3 

Much Ado About Nothing 
2007 (Play Dramedy) 

25 7 14 11 18 4 4 

Bye, Bye Birdie 2008 
(Musical Comedy) 

60 11 11 7 49 17 4 

Wallace’s Will 2008 
(Play Dramedy) 

12 6 4 4 6 8 4 

Romeo and Juliet 2008 
(Play Tragedy) 

15 6 15 8 9 4 3 

Our Town 2008 
(Play Drama) 

18 5 15 5 13 5 4 

Once Upon a Mattress 2009 
(Musical Comedy) 

48 10 13 6 38 16 3 

Cupid and Psyche 2009 
(Play Dramedy) 

9 5 5 5 6 5 5 

Pink Noir 2009 
(Musical Dramedy) 

12 4 6 3 8 6 3 

TOTALS 463 170 222 127 322  156 76 
 
Orange: Written by Snyder 
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Statistics for Male/Female Ratio 
 

Show Title/Year Total 
Cast 

Play 
Male 

Play 
Fem. 

Alter 
to 
Male 

Alter 
to 
Fem. 

Male 
Cut 

Fem. 
Cut 

Male 
Cre-
ate 

Fem. 
Cre-
ate 

Twelfth Night 2002 
(Play Comedy) 

16 0 5 0 1 0 0 0 0 

Brigadoon 2003 
(Musical Comedy) 

20 0 0 0 0 0 0 0 1 

Bearskin 2003 
(Musical Drama) 

12 0 1 0 0 0 0 1 1 

Pirates of Penzance 
2004 (Musical Comedy) 

65 0 3 0 0 0 0 0 0 

A Midsummer Night’s 
Dream 2004 (Play 
Comedy) 

22 0 0 0 5 0 0 1 1 

Kiss Me, Kate 2004 
(Musical Comedy) 

28 0 0 0 1 0 0 0 11 

A Christmas Carol 
2004 (Play Dramedy) 

26 0 4 0 4 0 0 0 0 

King of Fools 2005 
(Musical Dramedy) 

21 0 3 0 1 0 0 0 0 

Nutcracker 2005 
(Musical Dramedy) 

26 0 2 0 1 1 3 0 0 

The Matchmaker 2006 
(Play Comedy) 

18 0 1 0 0 0 0 0 2 

The Passion Play 2006 
(Play Drama) 

21 0 0 0 5 0 0 0 0 

Hamlet 2006 
(Play Tragedy) 

15 0 5 0 3 6 0 0 0 

Much Ado About 
Nothing 2007 (Play 
Dramedy) 

25 0 0 0 7 0 0 0 7 

Bye, Bye Birdie 2008 
(Musical Comedy) 

60 0 2 0 1 2 0 3 30 

Wallace’s Will 2008 
(Play Dramedy) 

12 4 0 1 0 0 0 0 0 

Romeo and Juliet 2008 
(Play Tragedy) 

15 0 1 0 7 2 0 0 0 

Our Town 2008 
(Play Drama) 

18 0 6 0 3 2 0 0 1 

Once Upon a Mattress 
2009 (Musical Comedy) 

48 0 0 0 0 0 0 0 14 

Cupid and Psyche 2009 
(Play Dramedy) 

9 0 1 0 0 0 0 0 0 

Pink Noir 2009 
(Musical Dramedy) 

12 0 1 0 1 0 0 0 0 

TOTALS 463 4 35 1 41 13 3 5 67 
 
Orange: Written by Snyder 
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APPENDIX E.  CASTING OPPORTUNITIES (BASED ON APPENDIX D) 

All Plays and Musicals: Character Opportunities for Women 

23%

24%

21%

13%

11%

1%
7%

R5-R4

R3-R1

Created Roles

Feminized Roles

Women Playing Men

Female Roles Cut

Women Without Role

 

All Plays and Musicals: Character Opportunities for Men  
(52 scripted roles more than actors available [before cuts]) 

52%

39%

2%

0%

2%

5%

R5-R4

R3-R1

Created Roles

Masculinized Roles

Men Playing Women

Male Roles Cut
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All Plays: Character Opportunities for Women 

30%

20%
8%

25%

17%

R5-R4

R3-R1

Created Roles

Feminized Roles

Women Playing Men

 
  

All Plays: Character Opportunities for Men 

52%
36%

1%

1%

3%

7%

R5-R4

R3-R1

Created Roles

Masculinized

Men Playing Women

Male Roles Cut
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All Musicals: Character Opportunities for Women 

17%

26%

29%

2%

5%

1%

20%

R5-R4

R3-R1

Created Roles

Feminized Roles

Women Playing Men

Female Roles Cut

Women Without Role

 
  

All Musicals: Character Opportunities for Men 

48%

40%

4%

3% 5%

R5-R4

R3-R1

Created Roles

Male Roles Cut

Men Without Role
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All Tragedies: Character Opportunities for Women 

26%

4%

44%

26%

R5-R4

R3-R1

Feminized Roles

Women Playing Men

 
All Tragedies: Character Opportunities for Men 

41%

39%

20%

R5-R4

R3-R1

Male Roles Cut
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All Dramas: Character Opportunities for Women 

40%

9%6%

24%

21%

R5-R4

R3-R1

Created Roles

Feminized Roles

Women Playing Men

 
All Dramas: Character Opportunities for Men 

46%

46%

3% 5%

R5-R4

R3-R1

Created Roles

Male Roles Cut
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All Dramedies: Character Opportunities for Women 

31%

37%

8%

13%

11%

R5-R4

R3-R1

Created Roles

Feminized Roles

Women Playing Men

 
  

All Dramedies: Character Opportunities for Men 

51%

40%

1%

5% 3%

R5-R4

R3-R1

Masculinized

Men Playing Women

Male Roles Cut
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All Comedies: Character Opportunities for Women 

14%

21%

33%

5%

7%

20%

R5-R4

R3-R1

Created Roles

Feminized Roles

Women Playing Men

Women Without Role

 
All Comedies: Character Opportunities for Men 

60%

33%

5% 2%

R5-R4

R3-R1

Created Roles

Male Roles Cut
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APPENDIX F.  SIGNIFICANT EXPERIENCES BY SEASON 

Significant/Memorable Roles by Season 
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# Significant Roles # Memorable Roles

Winter (Dec-Feb) Spring (Mar-May) Summer (June-Aug) Autumn (Sept-Nov)
 

 
Significant/Memorable Roles by Season and Total Number of Shows 

 
If more than one actor participated in a show, that production is counted only once. 
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Significant Roles by Season 
 

18%

27%

55%

Winter (Dec-Feb)

Spring (Mar-May)

Summer (June-Aug)

Autumn (Sept-Nov)

 
 

Memorable Roles by Season 
 

20%

40%

40%

Winter (Dec-Feb)

Spring (Mar-May)

Summer (June-Aug)

Autumn (Sept-Nov)
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WINTER: Significant/Memorable Roles by Season and Number of Shows 
 

If more than one actor participated in a show, that production is counted only once. 
 

13%

87%

Significant Roles Memorable Roles Non-SR/MR Shows
 

 
SPRING: Significant/Memorable Roles by Season and Number of Shows 

 
If more than one actor participated in a show, that production is counted only once. 

 

11%

7%

82%

Significant Roles Memorable Roles Non-SR/MR Shows
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SUMMER: Significant/Memorable Roles by Season and Number of Shows 
 

If more than one actor participated in a show, that production is counted only once. 
 

38%

13%

49%

Significant Roles Memorable Roles Non-SR/MR Shows
 

 
AUTUMN: Significant/Memorable Roles by Season and Number of Shows 

 
If more than one actor participated in a show, that production is counted only once. 

 

22%

78%

Significant Roles Memorable Roles Non-SR/MR Shows
 

 


