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EVERYMAN 

Images of a Work in Process 

Often, one of the acting (working) conditions of the 
theare is that the set mental images of the playwright, 

with some interpretation by the director, control the 
actor's mental images, and his mind controls the voice 
and body he presents; this is almost a hierarchy: acting 
by subjugation An ultimate working condition of EVERY­
MAN, rather, would have the physical, vocal, intellec­
tual images created by research and experiment working 
as one. 

Where do the images begin? The decision in creation 
must be to think not only on the minimum of the idea, 
the first flashes of the physical and thematic, but to 
try to bring it to an extreme. I.E. : What is this 
image now; where can it finally try to go? As in the 
physical training, the acting experiments must reach 
for an extreme. The EVERYMAN, by its ambiguity of 
nature, allows every one of a universe of liberties. 

And every acting possibility must be, therefore, sorted 
out; sometimes images are discarded, others become trans­
formed: with Goods, original concepts included Goods as 
a great filthy Harpy; driving Everyman from his life and 
possessions. There was no immediate physical image, how­
ever; and more basic explorations were made before a
voice and manner that evolved into a great, menacing tu-

mor of a woman (like a Harpy) were suggested. 

--Indeed, the EVERYMAN is the identity crises embodied. 
For "Everyman" and the actor the first questions are 
probably: Who Am I? What am I doing?; for all one has 
is a list of events involving God, Death, Everyman, Good­
deeds, and various "hypocritical" acquaintences. Here, 
one can become engrossed in the extreme double-images 
possible to the re-interpretation: 

1. All actors trained to play EVERYMAN (a first over­
all possibility for the play was several Everymen); 
all actors might be trained to all roles, and no 
role set. 

2. EVERYMAN as a one man show: the same actor playing
God, becoming Death, becoming Everyman. This would 
be an extreme of the Genesis experimentation that 
has occurred. 



3. A present question: If there is one Everyman, what 
part of me is him; what part of him is in me? Where 
do I play Everyman? 

The above might be called an impulse for the group work 
necessary for this EVERYMAN. Here again, are amazing 
dualities, or hypocrisies. The actors crouched out-
side and inside the immediate world of the Everyman must 
respond to him: whether they mock of sympathize; they 
need to give a constant attention to the activity on 
stage, and add to it when needed. 

And, Everyman, too is part of the dual world; from in 
and out of outer circle come his tormentors and lovers, 
the nightmare gods and mad crying spirits that awake 
him to die. Like the dog packs of the Argentinian ty­
rants, which played with children by day, all set out 
by their personal nighttimes to lap up the blood in the 
courtyards, reminder of the sla:ughtered and tortured; 
they sing an Indian lullaby as Everyman does physical 
penance. Who are these creatures to him, this Everyman 
who is not the Bunyanian Christian nor quite the "Kilroy" 
of a Camino Real? Is God man or woman, and the same of 
Death; or are the two reflections of what is the mascu­
line and feminine forms of the other? There is a ter­
rible violence even in the images, and should that be 
expressed physically or subliminally or with just the 
voice? In the end, the image of EVERYMAN and the acting 
problem are images of endless streams of questions whose 
answers only lead to more probing. 
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