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The purpose of this study is to investigate how professional actors create a
stage performance. We gave two professional actors the same script, and observed their creative
processes. We then examined the commonality and divergence of the two actors®™ skills.

A preliminary analysis of the two actors found that their approach to drama comprised three aspects. One
related to the words, another to their surroundings, and the final to their body. The difference in the
two actors"approach to drama meant that their acting-out of the performance also differed, especially in
terms of their contact with the audience. Second, the analysis of Actor B's body. The changes of his
body"s dimensions show that multi-layered events occur simultaneously. The change of one dimension shows
that he pays close attention to his "surroundings". The changes of three dimensions accents his acting.
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