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INTRODUCTION 

in a time of too much communication, 
words are increasingly tarnished through over
use and misuse. Perhaps that is one reason 
for America's reawakened interest in the old 
art of mime - an interest which has shone fit
fully since Marcel Marceau first came to these 
shores in 1955, but which is now growing stead
ily,1 

Mime in America is as old as our theatrical 

history and has appeared in all the media available to per

forming artists.2 As the introductory quote states, the art

is currently experiencing a period of growth. Along with 

that growth there has come about a need to redefine the art 

of "mime" or "pantomime." 

Pantomime is not simply a child's diversion or 
an artist's mania; it is the Art of Gesture 
in the broadest sense of the word. It is not 
the feeble art of trying to ape the word by a 
conventional system of gestural langua�e; it
is the re-creation of life by gesture. 

lRichard L. Coe, "Gathering of Mimes Stimulates a 
New Interest in Their Art," Smithsonian, January, 1975, p. 
66. 

2Bari Rolfe, "Mime in America," Mime Journal, Vol.
I, 1974, p. 3. 

3Jean-Louis Barrault, "On Pantomime," Actors on 
Acting, ed. Toby Cole and Helen K. Chinoy (New York, Crown 
Publishers, 1949), p. 231. 

1 



2 

The art of pantomime as described above has under

gone changes in the past twenty-five years. Modern expon

ents of the art have broadened its scope to include areas 

formerly reserved to the speaking actor causing a split-

semantic and stylistic--among themselves. The style des

cribed by Barrault is still called "pantomime," while the 

other style is called "mime." 

In simplest terms, a pantomime is an illustration 
of a story. It depends heavily upon accurately des
cribed objects, actions, situations, and events to 
tell the story. Mime, on the other hand, may tell 
a story, but regards the conventions of experience 
and of the stage as too explicit, and relies upon 
a more implicit, more abstract approach to the 
theme, which is of greatijr importance in mime than
the means of expression. 

In this sense the mime artist is more than just an 

imitator, for he also enlarges, particularizes and comments 

on the characters he has created. Although he may use sounds 

and words in communicating with his audience, the essence of 

the art remains in the movement and gestures of the body.5

While Mime and Pantomime have been used interchange
ably to describe anything from white face acts to 
improvisational performances without props, the dis
tinction between Mime and Pantomime is not merely 
academic; rather, one form [ Mime J is compatible with 
a Stanislavski acting technique and advances from 
that kind of analysis while the other does not.6

4David Alberts, Pantomime: Elements and Exercises, 
(Lawrence, Kansas: University Press of Kansas, 1970), p. 54. 

5Agna Enters, On Mime, (Middleton, Connecticut: Wes
leyan University Press; 1965), p. 3. 

6R. G. Davis, "Method in Mime," Players, October-Nov
ember, 1972, p. 14. 
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Tony Montanaro is a mime artist who has travelled 

through both styles of the "Art of Gesture" gleaning facets 

of each to form his own style and theory of mime. 

Tony Montanaro, himself a former student of Marceau, is 
a superb mime, and a superb teacher of mime, yet he's 
never captured the attention of the media. His talent 
equals Marceau's and he has an endearing quality Marceau 
doesn't possess: a sense of vulgarity. It's an ebulli
ent vulgarity, a comic gusto which has its source per
haps in Montanaro's Italian temperament . ... That dash 
of the low gives a gritty vitality to Montanaro's work -
it liberates him from an unswerving allegiance to deli
cacy; yes, and takes him, at his best, right into Jon
athan Winters territory. Territory which is richer

7
and 

wilder than the exquisitely tasteful realm of mime. 

Montanaro's work as a performer has been critically 
acclaimed. 

Tony Montanaro, a student of Marcel Marceau, proves in 
his new one-man show that he is a talented mime. He is 
an ingratiating performer, with fine control of his body 
and a putty-like face and a keen sense of the humorous 
aspects of everyday.a 

He is a young artist with a broad range of movement and 
gesture, a warm stage presence, and his ideas are original, 
a difficult accomplishment for any mime.9 

Not only has Montanaro been recognized as a premiere 

f b t h  h 1 d f . 10per ormer, u e as a so excelle as a teacher o mime. 

He first drives out fear then pushes his students to 
forget the hesitant gesture, to capture the details on 

7James Wolcott, "The Darling Little Province of Mime," 
The Village Voice, (New York) April 7, 1975, p. 78. 

8variety, (New York), June 12, 1962. 

9Maxine Munt, "A Mime's Eye View," Show Business, 
(New York), June 12, 1962. 

10David Cuthbert, "Dare to Do! - Mime Class at Franklin
Strikes Chord," Times-Picayune, (New Orleans), January 20, 1972, 
sec. 1, p. 2 6. 
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universal �estures, and to have the guts to take
a chance.1 

Like a mass-Hypnotist, he boldly took char�e, con
torting bodies at the sound of his voice.1 

Both as a performer and as a teacher Montanaro has 

developed his own style, methods and theory. 

It is not the stylized pantomime of Marcel Marceau, 
not the responses to music of modern dance, but a 
totally new means of communication. It emphasizes
naturalness, simplicity, and precision.1�

Montanaro has concerned himself with bringing 

greater truthfulness and depth to the mime form. What mark

ed his work and made it "so singular and so impressive was 

the kind of honesty, the kind of immediacy, the kind of re

ality that he had.14

Montanaro's theory is said to have an "acting 

base," since he moves from the motives rather than an exter

nal idea about the movement itself.15

The idea is not fitted into movements which have 
already been learned; rather movements are created 

11Grace O'Connor, Times-Union, (Albany, New York),
April 10, 1971, p. 8. 

12J. P. Leydon, "Mime Tony Montanaro Strokes Again," 
The Driftwood, (New Orleans), February 4, 1972. 

13rrancis Hynes, "Montanaro Develops New Dimension 
in Dramatic Art," The Michigan Daily, (Ann Arbor, Michigan), 
March 13, 1966. 

14Michael Henry, a private interview recorded at his
residence, (New Orleans), December 22, 1973, Appendix II, 
p. 41.

15Ibid.



to fit the idea and thus the idea is given a 
unique form, depenging on the personal imita
tion of the mime.1 

5 

This paper will delineate Montanaro's theory of 

mime, a theory which has its basis in a mental rather than 

a physical approach to mime. The principle sources of in

formation used in this study were interviews conducted with 

Tony Montanaro and with Michael Henry, his former partner, 

and notes from Montanaro lectures compiled by Terri Mastro

buono and Paul Werner at Montanaro's school, The Celebration 

Mime Theatre. 

16Hynes, The Michigan Daily.



CHAPTER I 

THE MAN AND THE ARTIST 

Tony Montanaro was born in Paulsboro, New Jersey 

on September 10, 1927. His first encounter with mime was 

in a sixth grade pantomime club that his teacher had formed. 

The young students performed in the classroom before par

ents. Montanaro was the director and wrote and performed 

simple mime sketches like finding a skunk and thinking it 

was a cat. The club and its performances lasted only a 

ll.ttl'e b t d h d b  1 t d 
17 

over a year, u a see a een p an e  . 

Montanaro's thoughts on mime were put aside as he 

engaged in more standard theatrical activities during the 

remainder of his formal education. He was active in both 

his high school and college drama clubs. He eventually 

switched his college major from romance languages to drama 

at Columbia University where he received his Bachelor of 

Arts in 1951. 

It was at Columbia that Montanaro received his 

first training in mime under the supervision of Louise Gif

ford, who introduced him to the principles and philosophy 

of Francois Delsarte. By this time though, Montanaro had 

already seen the French film Children of Paradise starring 

17Tony Montanaro, a private interview recorded at his
home, South Paris, Maine, August 5, 1973, Appendix I, p. 22. 

6 
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Louis Barrault. In Montanaro's own words it was like yeast 

working on him. "I was so impressed by it--I kept in the 

back of my mind that somewhere along the line I would be 

doing mime.1118

Mime was still in the background as Montanaro grad

uated from Columbia. He worked summer stock shows as both 

an actor and a technician and then became a puppeteer for the 

Suzari Marionettes of Chicago. 

From there he began working as an actor for Monte 

Meacham's Children's Theatre, playing the role of a clown. 

It was from this organization that Montanaro began branching 

out on his own for limited solo appearances at small organ

izational functions.19

During these early years of his career [1951-5�, 

Montanaro had been doing short sketches and pieces of mimes 

to entertain his friends, but he was not considering doing 

it professionally. 

His first encounter with professional mime was in 

New York with a troupe headed by Lionel Shepard, now known 

as Richmond Shepard. Montanaro was given a scholarship to 

study with Shepard and began writing his own mime sketches. 

This encounter only lasted a short time for this was 1956 

and Marcel Marceau, the famous French pantomimist, had come 

18Ibid. p. 24.

19Benjamin Reehl, "Tony Montanaro," (Unpublished The
sis, Albany State University, Albany, New York, 1973), p. 11. 
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to perform in America. 

Marceau performed at the Phoenix Theatre in New 

York on the first leg of his American tour. Montanaro saw 

what he could do, how the crowd liked it and decided that 

"seeing Marceau's success with the crowd- I gathered it was 

a serious profession. I had thought it was just a lark. 11 20 

Montanaro followed Marceau to Philadelphia and ob

tained an audition with him. Marceau was impressed with the 

young mime and invited him to Paris to study with him. Mon

tanaro spent four and a half months with Marceau in Paris. 

He also studied with Etienne Decroux, Marceau's teacher, dur

ing this time and worked with Marceau's mime troupe, accom

panying them on their European tour. 

He remained in Italy after the tour in 1957 and 

performed mime sketches for television commercials on the 

neophyte Italian television network. During this period Mon

tanaro's style was very close to the style of Marceau. He 

states that this was true since "in the very, very beginning 

I had to--I was imitating him almost. 11 21

When Montanaro returned to New York in 1957 he 

married and was forced to withdraw from mime activities for 

monetary reasons. He obtained an office job, but did not 

give up his art entirely. He put together a one man child

ren's show, performing fables combining acting and mime. 

20M I . ontanaro, nterview, Appendix I, p. 24.

21Ibid., p. 27
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This was a departure from Marceau's style and can be seen 

as a beginning of Montanaro's own "acting-based" mime. 

His bookings slowly began to increase and finally 

by 1959-60 equalled his office salary. Since that time, 

Montanaro has been a full time mime, dividing his work be -

tween performances and workshops. He has given te'levision, 

film, and concert performances in Canada and throughout the 

United States, including a special performance before an 

international children's group at the White House in 1967. 

In addition to these public performances Montanaro 

has conducted many workshops and performed at numerous 

schools and universities, which form the major portion of 

his bookings. His success with student audiences is ex

pressed in the following quotes. 

Tony Montanaro was the best artist we've had on our 
campus for many years. He captivated his audience. 
They were mesmerized by him. He made them believe 
in illusions, he created matter out of nothing, he 

2 stretched their imaginations to the breaking point. 2

It's a great experience, entirely different from 
anything we've encountered before.23

Last year when I worked with Tony I became aware 
of the caliber of artist he is. His material strikes 
a deep chord of response in the students. He com
municates so effectively with them--through his 

22Letter from Robert J. Barnett, State Teacher's Col
lege at Bridgewater, Massachusetts, October 26, 1966, Appen
dix IV, p. 4 9. 

23Estelle Barkmeyer quoted in David Cuthbert, "Dare
to Do!--Mime Class at Franklin Strikes Chord," Times-Pica
yune, January 20, 1972, sec. 1, p.25. 
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work and as an individual artist. This is dif
ficult to find.24

Montanaro is currently a resident of South Paris, 

Maine, where he has as a base his Celebration Mime Theatre 

which includes a travelling mime troupe, a studio for work

shops and advanced studies, and a theatre. He states that 

his ambition with this enterprise is "to get it [ mime J back 

to where it is a folk art again. Where you might find 

towns boasting of a very fine mime troupe.1125

24Shirley Trusty quoted in David Cuthbert, "Dare to
Do! --Mime Class at Franklin Strikes Chord, 11 Times·-Picayune, 
January 20, 1972, sec. 1, p. 25. 

25Montanaro, Interview, Appendix I, p. 31.



CHAPTER II 

MONTANARO'S MIME THEORY 

Montanaro's mime theory emphasizes the mental as

pect rather than the physical technique of illusions invol

ved in the art. 

Whereas traditional pantomimists will content them
selves with the audience-pleasing magic of illusions 
and technique Montanaro seems to be working towards 
a 'mental' mime.26

This does not mean that Montanaro avoids using phy

sical illusions in his mime. In fact in the early part of 

his career his sketches were virtuoso pieces that showed off 

the technique he had at his command. 

I wrote deliberately so that the technique would be 
outstanding. Like 'Nightmare' which was a 'walls
closing' mime. . . The technique of the wall clos
ing remains as a lovely thing to look at for the au
dience. I wrote first like this. I would have a 
nice technique in my system and I would look for 
some kind of an experience that would show that 

27 technique off. So that is how most mimes begin. 

In this manner the mime artist has a movement first 

and tries to find a story that will support that particular 

movement. This appraoch is called "technique-oriented," in 

which the person approaches the mime externally. This 

26Reehl, "Tony Montanaro," p. 17.

27Montanaro, Interview, Appendix I, pp. 32-33.

11 
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approach to mime was predominant in America, especially 

among mimes who had studied with Etienne Decroux and Marcel 

Marceau. 

que. 

that 

try 

let 

Almost all American mimes, when they came back 
from studying with Decroux or· Marceau, were doing 
fanciful, derivative kinds of mime. Often they 
were very good, very expert, but the movement was 
imitative. It was not a movement that expressed 
their own impulse and their own understanding of 
the situation itself, the given mime.28 

But Montanaro was not satisfied with just techni-

He began to take a new approach by starting with themes 

really interested him. After choosing a theme he would 

to experience each one of the facets of the theme and 

those experiences suggest movements. 29

It has got to be an experience that I personally 
feel strongly about, ohe thing. Then I express 
that feeling; it moves me. When something moves 
me, I can move you.30

In this manner he took a form which was fanciful 

and, working with the same form, he deepened it by allowing 

it to represent some real impulse, some real experience. As 

his former partner, Michael Henry, says "it was a style of a 

kind of realism in the mime that I had never seen before.1131

In the classroom Montanaro stresses that the stu-

28Henry, Interview, Appendix II, p. 41. 

29Montanaro, Interview, Appendix I, p. 33.

30ibid., p. 30.

31Henry, Interview, Appendix II, p. 42.
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dents should practice physical techniques until they become 

second nature so that in performance they can concentrate 

on acting problems, asking themselves the question "What am 

I doing and why?" Otherwise the performance will be exter

nal and superficia1.32

Montanaro continually emphasizes that the movements 

be very highly motivated, very purposeful. Nothing should 

be arbitrary or pretty for the sake of movement. Rather, 

the movement is derived from an experience, from some kind 

of an impulse that comes from an accurate memory or under

standing. 

od the 

plains 

It was 

So, in non-movement, I have got to have all my ex
periences set up, all my loves, my desires. Things 
I want to do in mime must happen before I start mov
ing. Then, when they burn at me and they intrigue 
me, I think they would be very moving to others or 
will make them laugh, make them cry, or make them 
wonder--basically do theatrical things to them-
then I'm interested in starting to let them move. 
I think a little bit harder, feel a bit more and 
the movements start coming out. So it is mental 
manifested.33

For those actors trained in the Stanislavski meth-

above may not seem revolutionary, but as Henry ex-

it' "this [method] was old hat in terms of theatre. 

really new territory for the mimes. "3 4

The new territory was the mind and its investiga-

32Terri Mastrobuono, Notes from Montanaro class lec
tures, July 2-August 10, 1973, Appendix III, p. 47. 

33Montanaro, Interview, Appendix I, p. 30.

34Henry, Interview, Appendix II, p. 41.
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tion. By letting the body alone and relating himself to 

the imaginary conditions the mime could find a way of moving 

that was more honest, more truthful than merely imitating 

illusions. This new approach brought with it a new problem . 

. how to sustain the imaginary reality with 
your mind and how to let that experience play 
through your body.35

One method Montanaro used to achieve this was to 

work in such a way that the basic premise was not to move 

intentionally at all, to allow the body as an instrument to 

respond to the mind. In this way the mime completely in

volves himself with the premise and allows the body to re-

f 
• 36 lect it. He tries not to interfere at all, not to man-

ipulate the body, not to move deliberately, but to allow the 

movement to come from the situation, from the conditions of 

the premise that are set up. 

Thus the person thoroughly investigates the who, 

what, and where of the situation, making his movements more 

natural. 

So that when you watch Tony [Montanaro] and lots of 
other mimes who have been influenced by Tony, there 
is a particular print. It is that you don't feel 
that the person who is moving is moving arbitrarily. 
You don't even feel that he is concerned with move-

37 ment. . You see the thing itself, the experience. 

35Ibid., p. 42.

36Premise as used by Montanaro simply means all of the
conditions which are operative at the time that your charac
ter is moving. 

37Henry, Interview, Appendix II, p. 42.

..

..
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One of the primary aims in this method is to allow 

the body to reveal more and more thoroughly and deeply the 

shape of the mind. It is the mind taking shape in the body. 

The mime's movements become a manifestation of the mental as 

he tries to shorten the gap between the thought and the ac

tion until the thought/action process becomes not automatic, 

but simultaneous.38

One technique that Montanaro uses to help sustain 

the thought/action relationship is the use of "atmospheres." 

I immerse myself in an atmosphere so that everything 
is in it . . .  my mood's in it, I'm in it, my person
ality is there. Everything is there. It teaches 
you to get involved . . . .  If you're completely in 
a room, if you're completely there, you can describe 
it much better than you can if you're just peeking 
through a keyhole. That's what atmospheres do for 
you.39 

The following is an example of a rehearsal tech-

nique to teach and improve the use of atmospheres. 

We had one game we called New York in which you would 
take one part of New York--Upper East Side or Times 
Square--a time of the day, and a season, and just be 
in that place at that particular time without any par
ticular strong motivation. You are not waiting for 
someone . . .  you are just there waiting without any 
pronounced inner quality . . . .  you would learn to 
stand there and allow your tension to be involved 
with the source of your movements rather than with 
any kind of deliberate manipulation of these move
ments themselves. . . the idea was not to move, 
but it wasn't really not to not move either. Not 
to be concerned with movement really was the idea, 
but certainly not to move arbitrarily. The work 
was to relate to an imaginary set of atmospheric 

38Mastrobuono, Notes, Appendix III, p. 46.

39Montanaro, Interview, Appendix I, p. 37.
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conditions. This included time and place, tem
perature, etc. and the rest of us would 
try to discern where that person might be and 
what the season was. Th� results were always 
striking, if you could really be truthful. You 
could never make up those kinds of movements 
anyway--those movements came from the situation, 
from the truthful relating to that place.40

Montanaro stresses the use of atmospheres not only 

as a rehearsal technique but also as a method of improving 

performances. 

I have found that my performances have improved 
immensely and have become more subtle. It is be
coming subtler and subtler--I hardly move at 
all . . . .  because I'm supporting what I'm doing 
so thoroughly with every pore of my body, with 
every angle being in the atmosphere that any one 
part has to work less now. If everything in my 
body is contributing to where I am--even the 
angle of my head, my eyes, my hands, my body-
it is better than just having my head and hands 
doing it--which causes a tendency to exaggerate 
to try to make it clear.41

This technique was one method Montanaro used to 

deepen his mime work. But this enrichment goes beyond re

hearsal technique and stage performances to the artist him

self. 

What is the real thing that needs working on for 
the actor? It is nij1 

the theatre, it is not act
ing, it is himself. 

This idea of self-mastery is a recurring theme of 

Montanaro's workshops . 

. Tony had in his own personal life and in his 

40Henry, Interview, Appendix II, p. 43.

41Montanaro, Interview, Appendix I, pp. 36-37.

42Henry, Interview, Appendix II, p. 44.

. . .

. .
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work as an artist a certain kind of message, a
certain theme that usually in some way or an
other touched upon the necessity for the artist
to liberate his sensibilities, his greater in
telligence, his greater feelings--to be a person
who stands there becoming of a human being. He 
is not just some trained dog that is taught to 
walk over here and say the line and sit on that
line, etc. He should come more fully alive on 
the stage. It is a theme that we have as art
ists and certainly as people a responsibility 
to ourselves for a real kind of self-development,
for working towards fruition.43 

The artist needs to master himself and understand 

life to be able to reproduce it.

Miming means to mimic, imitate life. . You
can't imitate something unless you understand 
it. It's impossible. People think it is some
thing terrible to imitate. You set a bad conno
tation. Imitate in the highest sense of the 
word is quite difficult to do. You can't imitate
someone unless you know them very well and can 
take them off very well.44 

In this sense the artist strives to have an over

all awareness and sense perception of life that is direct

and deep, not just conditioned and superficial. So that

when he performs he will be expressing his own understand

ings of life rather than imitating the shape of another

mime. In this way his movements will be unique .

. every student that I work with, within a year's
time, if he really works hard, begins to express him
self and look like himself.45 

43Ibid.

44Montanaro, Interview, Appendix I, p. 40.

45 
· 7 .,Ibid., p. 2 .

. .



CONCLUSION 

Tony Montanaro is an artist who has excelled both 

as a performer and as a teacher. As a teacher he has devel

oped a method that can be adapted to students who are at 

many varying degrees of expertise. 

Instead of cultivating the theory that Mime is so 
difficult that it is reserved for Purists, he at
tempts to bring out the Mime potential in any in
dividua1.46 

His theory is based on a mental investigation, 

rather than the imitation of an exterior physical form. 

Physical technique is used to free the body so that it can 

more easily reflect the shapes and images of the mind. 

In this method the primary focus of the mime art

ist is on the motivation and conditions operating at the 

time of the event rather than on the particular shape or 

illusion present in the movements. The movement and shape 

are still important but they must have a strong, real foun

dation to back them up so that what the artist is saying in 

mime is not superficial. 

The mime is a person who can speak with or without 
words, with or without movement. He can speak and 
make you understand what he chooses for you to 
understand. He can make you understand it with or 

46Reehl, "Tony Montanaro," p. 14. 
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without words, with or without movement. You 
understand when you see it and you say, 

'Ah,·I know. ,47 

47Montanaro, Interview, Appendix I, p. 40.
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APPENDIX I 

An interview with Tony Montanaro of South Paris, 
Maine. On August 5, 1973 the author met Mr. Montanaro at 
his home and asked him the following questions concerning 
his life and theory of mime. [Terri Mastrobuono, one of 
Montanaro's students, was also present at the interview]. 

WERNER: First, could you state some simple, biographi
cal material--where were you born, when? 

MONTANARO: I was born in Paulsboro, New Jersey September 
10, 1927; it's a small town below Camden. 

WERNER: I want to get some facts about your life before 
we go into mime. Where did you do your school
ing? 

MONTANARO: Two years at Rutgers University in romance lan
guages C!.947-48] , then the last two years and a 
half I got my degree out of the general studies 
section of Columbia University in New York in 
drama. 

WERNER: When did you first become interested in mime? 

MONTANARO: Of, wow! Well, two ways--once non-professional
ly in sixth grade. I had a nickel club, which 
was entertainment for parents in the classroom 
to earn money. We charged a nickel to get in. 

WERNER: Did you start the program? 

MONTANARO: I was director of it and I wrote things like 
finding a skunk, thinking it was a cat and eat
ing my first plate of spaghetti, getting a cheap 
diamond ring from my girlfriend and finding it 
was [ cheap ] and throwing her out. And my girl
friend was a guy--he played the other part. 
And it was called--it's not like show and tell 
is today--it was strictly a pantomime thing. 
But it was not even taught--I forgot now--but I 
did it for half a year, and we had a regular 
pantomime club and we took it seriously. I was 
good at it and I enjoyed it. 

22 
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WERNER: Had you seen somebody else doing some pantomime 
before? 

MONTANARO: No. Some teacher, apparantly must have liked 
pantomime, had seen it in England or something 
and sort of like started this group. I did it 
for half a year and then never did it again ex
cept in high school I did a lot of the roles 
that required movement, like parts that didn't 
speak--servants, comic servants, page boys. I 
always had a good time doing the silent things, 
but didn't realize it was anything to do with 
mime. 

WERNER: You didn't at this time, have any thoughts about 
becoming a mime? 

MONTANARO: No. I had second lead and lead roles in the 
high school dramas. I was always in theatre, 
Mask and Gavel Club--I couldn't keep off the 
stage. 

WERNER: When you first went to college what were you 
majoring in? 

MONTANARO: Romance languages, French and Italian primarily, 
then I switched over to drama later at Columbia. 

WERNER: When you first went to college what were your 
thoughts about a career? Did you have any spe
cific goals? 

MONTANARO: Vaguely ... no. I went there because I had the 
GI Bill waiting for me; I just got out of the 
Army in 1947. I thought I would take advantage 
of it--I was really floating. I didn't want to 
stay at my home town for some reason or other. 
I thought it would be kind of fun to go to col
lege. 

WERNER: Did you get interested in theatre as a career 
before you went to Columbia or after? 

MONTANARO: After. I mean, I was majoring in drama--I 
thought it could be a career, but I was too 
small; I didn't have very good speech patterns. 
I was despairing of ever finding any way in it, 
but I was going to be in it somehow, one way or 
the other. 

WERNER: Did you do any mime at Columbia? 



MONTANARO: I studied mime with Louise Gifford. 

WERNER: Was this the first time you studied mime? 
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MONTANARO: Yes, she taught a course. I studied about one 
hour a week, just a little bit of Delsarte. It 
started me off a little bit more. But by this 
time I had already seen the film Children of 
Paradise. I was so· impressed by it--I keptin 
the back of my mind that somewhere along the 
line I'd be doing mime--I don't know where, 
just vague. 

WERNER: Not necessarily as a profession? 

MONTANARO: No, something there just tickled me and I knew 
it was there, but I never took it seriously. 

WERNER: After you left Columbia when did you do some 
more mime? 

MONTANARO: Years later I worked in a company that was head
ed by Lionel Shepard, who is now Richmond She
pard. It lasted about a month. I was already 
writing sketches for the troupe and I was just 
beyond what they were asking. 

WERNER: Had you done any mime before you joined them? 

MONTANARO: No. 

WERNER: You just found out about the group and--

MONTANARO: Yes, and within the first half hour I was hired 
immediately. I think Lionel saw that I could do 
mime. And then it began to unfold rapidly. 
Within weeks I had three sketches written, then 
Marceau came over at the Phoenix Theatre and 
that did it. I saw what he could do; I saw the 
crowd liked it. And I figured if they like that 
then what am I wasting my time for. 

WERNER: Did you try writing any mimes or just doing any 
yourself, fooling around, during your college 
years or afterwards, before you met Shepard? 

MONTANARO: Never. Acting. Seeing Marceau's success with 
the crowd I gathered it was a serious profession. 
I thought it was just a lark. 

WERNER: Around what year would this be? 
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MONTANARO: 1956. Prior to that I was always doing things 
like a tug-o-war or a gag lion tamer or a bull
fight while I was a puppeteer with Suzzari. I 
would always entertain my friends doing beginn
ings of things. But it was always like "What 
am I going to do with it?" There it is--who 
cares. They all laughed very hard, then laugh
ed harder at that than anything I've ever done. 
I really enjoyed it and I was always struck by 
how much more success I had doing that than do
ing anything else. But I never knew where I 
was to put it, apply it--not being any mimes a
round to see. 

WERNER: Marceau was performing at the Phoenix Theatre in 
New York, on a tour of the country? 

MONTANARO: That was his first opening--real big splash. 

WERNER: So, what happened with you after you saw Marceau? 

MONTANARO: I followed him to Philadelphia and got an audi-
tion with him. He invited me to Paris to study 
with him along with many other people. 

WERNER: So, when did you go to Paris? 

MONTANARO: The latter part of 1 56 and '57 I was in Europe. 
A year and a half, and I was with him the first 
four months and a half. 

WERNER: Who did you study with after that? 

MONTANARO: With Decroux, then nobody after him. 

WERNER: Four and a half months with Marceau and how long 
with Decroux? 

MONTANARO: Twice a week about three months, not very much. 

WERNER: Then you came back to the United States? · 

MONTANARO: I went to Italy and performed there in some Col-
gate commercials. 

WERNER: Mime type work? 

MONTANARO: All mime. 

WERNER: And when did you come back to the United States? 

MONTANARO: 1957. 
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WERNER: Did you start your professional career then? 

MONTANARO: I started, then I got married and had children 
so I quit and I went back to an office job, so 
I could have money. And then I began to see my 
own way clear. I got a tape recorder and creat
ed my own children's show. It was so success
ful that an agent caught it. 

WERNER: A solo show? 

MONTANARO: Yes, a solo show--one man show with masks. It 
was fables, mime and acting--combination. 

WERNER: 

MONTANARO: 

Were you performing in New York at this time? 

New York. Showcases, things like that. 
I did them on my own. I got one or two 
ings a week and began to equal my salary 
office and I finally quit. 

Schools. 
book-

in the 

WERNER: Do you know when you started full time as a pro
fessional mime? 

MONTANARO: I guess around '59- 1 60. 

WERNER: Have you studied with anyone else since you be
came a professional mime or just developed on 
your own? 

MONTANARO: Just on my own. 

WERNER: The next questions will be about your approach 
to mime. In classes you stress very much a men
tal approach to mime. Have you always used this 
approach or did you have another method when you 
started? 

MONTANARO: I think the first method was just Marceau in
fluenced--stories, style, technique--mostly 
technique. I tried to analyze things, that's 
all. I tried to analyze why a walk would work, 
and then talk analysis to people, which is the 
beginning of the mental approach, but I didn't 
know it was that. I was already beginning to 
try to get inside of something because it was 
hard to teach to students from the outside in. 
I didn't have time--I only had six week courses, 
five week courses. Whereas a man like Decroux 
would have four or five years to get around 
somebody, he could work the outside if he want
ed to, just by sheer laboring he could do it. 



But I had no time. 

WERNER: When did you start teaching students? 
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MONTANARO: 1960, I started little tiny workshops in 
schools--one day workshops. That's where I got 
the quick, incisive way to teach, because I had 
students for three hours only. I had to devel
op a way of speech that would get across to 
them very quickly. I had to analyze everything 
I did so that they would understand it. 

WERNER: Can you describe how you developed as a mime?-
your own approach? 

MONTANARO: Having jobs that came my way. I had to be more 
and more clear on stage, that's all. I wanted 
to be very clear and lucid and I wanted to be 
enlightening, spontaneous because the effect on 
the audience was tremendous. And so I develop
ed spontaneity and that led me to knowing that 
it was mostly a thought process that went on. 
I didn't notice I was moving as much as I was 
thinking, having attitudes. I thought my body 
would take on strange shapes and do things that 
were very accurate. I suddenly began to notice 
that from the i�side out was especially more 
effective. 

WERNER: In your opinion, how do you feel your style dif
fers or is like other mimes, for instance, Mar
ceau, Decroux, Barrault? 

MONTANARO: I used to be very close to the style of Marceau 
in the very, very beginning because I had to--
I was imitating him almost. A lot like Barrault 
in the lyrical quality. I'm lyrical, so is he. 
Somewhat like Decroux in that he goes after the 
essential movements which I do. But not like 
any one of them now. And every student that I 
work with within a year's time, if he really 
works hard, begins to express himself and looks 
like himself. Of course if he's silent he looks 
like all the other mimes that are silent. 
There are certain marks of a mime, but it does
n't mean anything. It's like trying to say that 
all Chinese look alike. 

WERNER: Your approach basically is from the mental area. 
How important do you feel physical technique is 
and where does it fit in with your mental ap
proach? 



28 

MONTANARO: You have to be physically ready so that when 
you think, it will get out of the way. I want 
the body to be completely ready to do what I'm 
thinking, so that if it is lucid and clear and 
flexible and coordinated through drills or 
through using the mind so much that it becomes 
oiled by the mind. Either way it doesn't make 
any difference; the body can respond quickly, 
easily without hurting anything and also re
spond gracefully, easily, quickly when you need 
it--it doesn't fall apart on you. 

WERNER: Do you feel that you need to learn technique, 
like how to do a rope climb or can it come auto
matically simply from the mental approach with
out having to learn a specific technique? 

MONTANARO: I think anything can come from the mental ap
proach, but it's very frustrating to a beginner-
to say, "Here, start climbing"--unless he's 
challenged by it and devoted to the idea of try
ing to experience something for its own sake. 
Now when you experience like climbing a rope or 
experience anything, if you're really wise you 
understand it's a mental experience. Everything 
you do you experience within anyway--it doesn't 
make any difference if you realize it--you touch 
a real rope, where do you experience it? With
in. You always experience everything within 
anyway, it doesn't make a difference if you 
touch the outside or not. People don't realize 
that, so they often have to touch. It's like, 
"I'm from Missouri". People are so used to 
touching things that they get scared of not hav
ing what they think is the real experience. It 
can be done; I've done it with certain students, 
and said, "I'll not show you how to do it ex
ternally yet; I won't show you the results of 
my inner work. You find the way--I had to find 
it." And then I let them hang around for awhile, 
hang in there. When they're really desparate 
they make a couple good hits, then I give them 
a hand. But by that time they tried so hard 
they appreciate it all the more when I give them 
an outside shape. 

WERNER: So you developed your technique from the mental 
approach? 

MONTANARO: Almost exclusively. I learned the tug-o-war; I 
learned by watching it in one second. The glide, 
the walk--I learned the glide in one look at Mar-
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ceau's feet--that was it--one look. I didn't 
even do it; I was sitting in the theatre and 
I went home that night and did a perfect glide. 
So that I was able to always do it, I got the 
feel that I was floating on ice, so I tried to 
float and my feet automatically went into the 
glide technique. So it's harder on the student 
to come in to see a guy who is really well oil
ed--it's harder for that student to do that be
cause he's looking at the outside. It would be 
easier for him if he got the idea first. There 
would be less in his way of doing it. That's 
why I often don't like to show a student how to 
do something--it's unfair to him or her--it 
frightens them; they think, "O my God, there's 
so much to do" and they try to imitate you and 
it's hard to imitate somebody. Even I can't 
imitate a student--if I follow my own thoughts 
I can do anything. So I don't teach the climb 
now or the rope or the wall or things like that 
without first having them try to experience it. 
Then I give them some secrets. 

WERNER: You say that you watched Marceau do things like 
the glide and the walk and then could do them 
that night. So evidently your body was in pret
ty good shape to respond to your mental images 
right then. Had you been doing things ... 

MONTANARO: Well, I wouldn't say that. The things he did 
did not require a great deal of physical tech
nique; a little bit of arch, but I had a pret
ty strong arch--a sense of balance--I always had 
a sense of balance. There is nothing really 
strenuous about the glide, the walk, the tug-o
war, stair climbs. They don't require that much 
work from the body. Relaxation is required of 
the body. But I was pretty relaxed. I had a 
sense of Delsarte already, remember that I was 
taught Delsarte by Louise Gifford. I had a 
sense of learning what it means to let go. And 
that is what is in the way of mental work by the 
way, is the tension in the body. A thoughtrcomes 
into a tense part; it can't get in there at all. 
It is impossible for a thought to penetrate a 
tight muscle. It just can't make it. 

WERNER: Your philosophy of mime is a mental approach. 
Could you specify that a little more, stating 
what is your philosophy of going about doing a 
mime? Can you break down what you mean by a 
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mental approach to mime including "images" and 
"atmospheres?" 

MONTANARO: I have got to feel something and believe some
thing and think about something. It has got to 
be internal. It has got to be an experience 
that I personally feel strongly about, one thing. 
Then I express that feeling; it moves me:- When 
something moves me, I can move you. If it does
n't move me, I have a hard time moving the au
dience. If it doesn't intrigue me, I can't in
trigue the audience. It has got to intrigue me 
a little bit, like the little butterfly. It is 
kind of intriguing to have the butterfly land 
on my fingertip. It is the idea of making my 
fingertip represent the butterfly. It is a 
light little thing, but it is intriguing. And 
I'm tickled by it a little tiny bit, so I will 
do it. If it didn't tickle me, which means if 
it didn't appeal to me mentally, within me, sit
ting still in this chair ... Whatever I do now in 
mime is mental, when I'm not moving--so it has 
got to be mental. As soon as you start moving 
it is mental manifested. So, in non-movement, 
I have got to have all my expereinces set up, 
all my loves, my desires. Things I want to do 
in mime must happen before I start moving. Then 
when they burn at me and they intrigue me, I 
think they would be very moving to others or 
will make them laugh, make they cry, or make 
them wonder--basically do theatrical things to 
them--then I'm interested in starting to let 
them move. I think a little bit harder, feel a 
bit more and the movements start coming out. So 
it is manifested. 

WERNER: I have gotten the feeling since I have been in 
class that you are trying to develop mime into 
a science. In the past it has always seemed 
like mime has only been sustained when there is 
a great mime who does something solo. And I 
have been coming to the conclusion that what you 
are trying to do is break it [ mime J down into a 
science so that anyone who wants to could really 
be a mime. 

MONTANARO: It is a science, meaning a way of doing it. Del
sarte had a real science, or his students did. 
Decroux had some science involved in "trianguli
zation," for example, the inner, outer, norm, 
concentric and eccentric. In that respect there 
is some science in it, some things you can actu-
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ally write down that all mimes can learn. Every 
mime can learn "eccentric," how to make some
thing bigger, how to make something smaller. 
Outside of that there is nothing scientific a
bout it. 

WERNER: I don't mean scientific in the meaning that it 
is a physical technique, but that you have a de
finite method--it is not a physical method, but 
a definite method--whereby anyone can do mime. 
You don't have to be a particular superb talent 
that is born to be a mime. 

MONTANARO: I see, yes. Anyone who can imagine things and 
can let that imagination affect him to the ex
tent that it makes him move or sound or speak 
is a potential mime. He is a person who imi
tates life in any aspect. Anybody can be a 
mime in that respect. 

WERNER: I have gotten the feeling during this summer 
that your ambition is to make two hundred mil
lion mimes in America. 

MONTANARO: I want to get it back to where it is--a folk art 
again. Where you might find towns boasting of 
a very fine mime troupe, without having to have 
some pretentious large national troupe or some
thing. 

WERNER: What do you mean? 

MONTANARO: We will have troupes go out of here, Celebra
tion Mime Theatre troupes. But they are going 
to have workshops and encourage others to do 
the same thing until ultimately people will be 
able to go to a town and make a living right 
there in the town by having a mime activity. 

WERNER: It is almost like a messianic thing. You're 
trying to convert people. 

MONTANARO: Yes, I guess so. I always figure that you 
should convert people to something that is fine. 
I think that being able to have empathy for o
ther people is something very fine. And mime 
definitely, if any other art form doesn't have 
it, mime has empathy. You have to have sym
pathy and empathy for someone else to. be able 
to depict them. 

WERNER: And yet at the same time you say that when 



32 

you're on stage you don't necessarily have to 
feel that yourself--your theory about with
drawing--

MONTANARO: You have to feel it to create it primarily. Em
pathy leads you into the truth of it. Some of 
it rubs off on you while you're finding out how 
to do something artistically. It rubs off. If 
I try to do an Indian, move an Indian in his 
early days when he was wiped out, off the face 
of the earth, in doing it I will have tremendous 
empathy for him. Sympathy will come across me. 
Then, when I play the Indian on stage, artisti
cally I will withdraw some of the pain that I 
encountered while learning. But I won't forget 
my lesson. 

WERNER: Tell us how you develop a mime sketch, using, 
as an example, any of the sketches you have now. 

MONTANARO: The simple way is first to improvise, which 
means you get a group of people together who 
have feelings about something and they go up and 
start to "speak" as we do in class--to speak, to 
make something clear. And we look for the most 
exciting movements that come out of the thing 
and the movements will lead us. We will say if 
we like this kind of movement. Let's go back 
to the thoughts that generated this particular 
area. Or we will simply do movements and not 
concern ourselves as to where the thoughts are 
coming from, knowing full well they are generat
ed by thoughts, but we don't care. Another way 
is to write things out that appeal to you. Or 
another way is to read a book you like very much 
and get a paragraph going. 

WERNER: I'm talking specifically about your solo mimes. 

MONTANARO: In the beginning they were virtuoso things that 
showed off. In other words, since I was a 
"first" mime I did something that would show the 
technique off. I wrote deliberately so that the 
technique would be outstanding, like "Nightmare," 
which was a "walls closing". mime. Now the 
thought behind that is a boy who wakes up in a 
room that doesn't let him escape. So I experi
ence being trapped, but the technique of the 
wall closing in remains as a lovely thing to 
look at for the audience. I wrote first like 
that. I would have a nice technique in my sys-



33 

tern and I would look for some kind of an experi
ence that would show that technique off. So 
that is how most mimes begin. There is a cer
tain movement they do very well or certain 
faces they make very well or something they're 
very good at. So they try, naturally, to find 
something, a story that will support that par
ticular kind of movement, so that before and 
after it will be complete. Is that clear? But 
then after that, once you get your technique 
out of the way--you get bored with it--then you 
start having enough nerve to go after the themes 
that really interest you. I liked Icarus, for 
example. This somewhat appealed to me, Icarus 
going to the sun. And so I would try to fly and 
I would read the stories that he flew, was up in 
the sky, went towards the sun to save his father. 
So I would try to experience each one of those 
facets and those experiences would suggest 
movements, like putting on wings, looking over 
the parapet, and feeling the wind lifting his 
wings, and the excitement and exhilaration know
ing that he possibly could fly. I mean taking 
a leap and falling and suddenly the wings lock
ing. So, in the beginning it is a combination 
of trying it and experiencing it. They both go 
hand an hand. The movements suggest thoughts, 
thoughts suggest movements. They are not real
ly separate except in theory. Movement and 
thought are like, I think, synonomous. 

CTerri Mastrobuono asked Mr. Montanaro a ques
tion while the tape was being changed. The 
question and the beginning of Mr. Montanaro's 
answer are omitted]. 

MONTANARO: ... now without the aggression the movement can 
come out and the aggression is easier to pull 
out. The movement will then pull out the ag
gression. I have to get it going first. It 
will pull it out for me. It will be there. I 
will trust it to be there. How can you expect 
to be agressive at 8:30? Why should you want 
to be aggressive? The movement, then, will 
take you there--lightly. 

[At this time Mr. Montanaro illustrates his 
point with a visual demonstration]. 

the gesture and the mood are interlocked. 
The easiest thing to find first is your feeling. 
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MASTROBUONO: I understand it intellectually, but whenever I 
find myself performing I find myself killing my
self. 

MONTANARO: You have not set it yet. After you have per
formed it seve ral times you start to set things, 
know what you are doing here. Once they're set, 
you then go back to the same choreography. You 
can have some changes to follow some attitudes, 
but basically you have a pretty well set scene
ography. You will find the movements have de
finite qualities to them. I don't care what 
movement you do, it has a definite quality to 
it! Try to avoid the mood that is suggested to 
you, but you won't be overwhelmed by it. You 
can stop that movement, but in real life if you 
had a feeling, it would be much more deeply 
motivated. Who knows where it comes from? And 
it is very profound--it's hard to stop. When 
you are acting that same thing you can cut it 
off in one second. By just stopping the move
ment, it is gone. It is the difference between 
acting and real life. It is only ,like a sham. 
It has got the taste of it, but it is not the 
real thing. But it looks like the real thing; 
it's a guidepost for the real thing. The audi
ence looking at it doesn't know that. It is 
enough to get them started, to get their juices 
going. It isn't all the way. And, also you 
need more experiences too. As you do it more 
and more you are going to find that you get the 
exact movement every night, with or without the 
mood. And you will be able to evoke in the au
dience the same response. But you won't have 
to go through all that steam--is it real or not? 
It will be real, but you will believe it; you 
will assume it better. You will be able to play 
with the mood instead of being a victim of mood. 
It is going to taste different to you. Same 
mood, but in one case you're the victim of it 
and in the other case you are riding it. I will 
try to give you an example in life, an analogy. 
If I am running alongside of a tiger, or runn
ing ahead of a tiger--the tiger is chasing me-
he's trying to get me, eat me. That's one thing. 
The same tiger is chasing me down the street and 
he is my pet. That's something else. But if 
you are looking and don't know the difference 
you will think, "My God, he's going to get it!" 
That's a good example of what I'm getting at. 
If you see me running like hell in front of the 
tiger and screaming my head off and the tiger is 
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running after me full speed, you are going to 
assume that I have had it. Then you find out 
that he is my pet. But you will still have 
been hooked. But I'm not in harm, he's my pet. 
So that is how emotion should be--your pets, 
after a bit. They still have the look of real
ity. We're the sick ones in real life because 
we don't know how to use our emotional center. 
We're always the victims of them. I think i
deally emotion is supposed to help you. You 
are not supposed to be on the tail end of it. 
It is supposed to be able to give you power so 
you can make points to persuade people with 
them. You can make clarity. You can move peo
ple. That's what it is used for. Instead, it 
knocks us out, we're helpless. You are not sup
posed to be helpless in emotion. You are sup
posed to be able to cry to relieve yourself of 
terrible pains and things--deliberately--so that 
you can let go. We don't use it that way. That 
is why acting in many ways does more with the 
emotional center than life does. 

WERNER: I just read the book, To The Actor by Michael 
Chekhov and he stressesthe fact that you can 
help bring up an emotion by taking certain pos
tures, certain postures bring up certain emo
tions. Does his work influence you any or is 
it just a parallel? 

MONTANARO: No, I--well--I looked at Marceau for a few mo
ments and my life was changed. I looked at Bar
rault for one film and my life was changed. I 
read his book once and that changed everything. 
It became part and parcel. I took what I wanted 
from him, which is a great deal. 

WERNER: What I mean is, were you doing these things be
fore you read Chekhov's book? 

MONTANARO: I was doing them parallel to it and reading the 
book reinforced it. 

WERNER: Are there any other influences on you? Any other 
books that have strongly influenced you? I 
know that in your class you seem to have a strong 
influence from yoga. 

MONTANARO: Yoga books, Raja Yoga, Meditation books on as
sumption written by Nevel, Louis Spensky, Gurd
jieff. I am saying these very lightly but they 
are very, very heavy reading. And I spent at 
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least a couple of years with each one of them. 
That's part and part of my life. The objectiv
ity learned from it has helped the mime out an 
awful lot. I can look at something less objec
tively and glean something from it a little more 
successfully than I could when I was younger. 
Whereas the subjective person, someone who is 
affected by everything he looks at, he is so 
troubled by it or moved by it or amused by it 
that he can't re-enact it. He has forgotten to 
observe it. He is so busy getting hooked by it. 
He can't really observe it to reproduce it. I 
can still feel things that I see, but some part 
of me also remembers it now. It helps. That's 
not taught in any of the acting schools. 

WERNER: How does your philosophy of mime affect your 
total life? Is it just something on stage or 
does it permeate and affect your entire life 
style? 

MONTANARO: [entire] life style. 

WERNER: Another question--we were just skirting it just 
a minute ago--about the whole idea of "images" 
and "atmospheres." How do you use these in de
veloping a sketch? And also in performances? 

MONTANARO: Image work I use to teach others, to wake up 
their imagination mostly. I don't necessarily 
use it all the time. I do when I have a hard 
time seeing something--it helps me to image it 
a little tiny bit. 

WERNER: But you don't use it very much yourself in de
veloping a sketch? 

MONTANARO: I think it goes on now and then automatically. 
But I have to teach it to others separately to 
get them going. I never teach it more than one 
class for example. It's not necessary. In 
most cases, they say, "Oh, yes, I understand 
what you're talking about." It's already there 
usually. I don't think you have to use it that 
often. I think it develops by itself. 

WERNER: What about atmospheres? 

MONTANARO: Atmospheres can be worked on a little bit more. 
As I have used more and more atmospheres since 
I have been teaching it, I have found that my 
performances have improved immensely and have 
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become more subtle. It is becoming subtler and 
subtler--! hardly move at all. And it's true-
the atmospheres have helped alot because I'm 
supporting what I'm doing so thoroughly with 
every pore of my body, with every angle being 
in the atmosphere that any one part has to work 
less now. If everything in my body is contri
buting to where I am--even the angle of my head, 
my eyes, my hands, my body--it is better than 
just having my head and hands doing it--which 
causes a tendency to exaggerate to try to make 
it clear. Whereas if every thing is going, each 
part has a little bit less than it did before, 
so it makes you a lot more subtle, much more 
accurate. 

WERNER: By using the term "atmosphere", do you mean that 
what you're doing is creating an entire environ
ment around you? 

MONTANARO: I immerse myself in an atmosphere so that every
thing is in it--my feet are in it too. So my 
mood's in it, I'm in it, my personality is there. 
Everything is there. It teaches you to get in
volved. It makes it sure. Now don't get me 
wrong. I don't mean you'll get involved more 
mentally, but it gives you a total immersion, 
and when you're all in, get your feet entirely 
wet, then you can withdraw alot more. You know 
what I mean by withdrawal--! say about ten per 
cent of you should not really be there at all. 
Ten per cent of you should be completely objec
tive and the rest of you get involved. It's 
easier done when you're doing atmospheres. If 
you're completely in a room, if you're complete
ly there, you can describe it much better than 
you can if you're just peeking through a key
hole. That's what atmospheres do for you. It's 
like you're right there, right on the scene of 
the crime. And you see the entire thing. So 
you can talk gently a bout the entire crime. In 
a few words, you can tell who the culprit was. 
Otherwise, you strain. Atmosphere is so thor
ough, it permeates you. I do it all the time 
now in my work. I definitely will walk into an 
area and I'll feel the sand beneath my feet and 
I'll see the sky. This always helps me. I do 
it all the time. 

WERNER: You just touched upon this and we talked about 
this in class before--separation and withdrawal 
from the emotions of the character. So that you 
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don't feel the emotions yourself. The fact that 
you can get so caught up in the action that you 
don't really have control. How do you try to go 
about it and how important do you feel this is 
to separate yourself and withdraw from the char
acter to take this ten per cent at least and 
keep it outside? 

MONTANARO: I don't think you can call yourself an artist 
until you do some of it--withdrawal. Otherwise 
you are doing therapy acting--therapy, not even 
acting. And you can kill yourself, depending 
on what kind of acting you're doing. If you're 
doing light stuff, it won't hurt you. But if 
you do an occasional deadly thing, or sad thing, 
you could be moved unnecessarily every day. It 
doesn't make much sense even in real life to be 
unhappy. 

WERNER: Isn't there a danger in withdrawing that it will 
make your performance dishonest or shallow? 

MONTANARO: Sure there is a danger, if you withdraw too far. 

WERNER: 

If you don't go in the water at all, you're not 
going to even swim. You got to be careful. But 
it's not really a danger. I think if anything 
you get immersed. The first tendency is to fall 
in anyway. It takes a hell of a struggle to get 
out to begin with. I don't think you will be so 
good that you won't be in it at all. I have not 
yet been that hooked and if I did get that cold, 
the dead silence from the audience would scare 
me and goad me on. Something will goad you to 
get back into the experiencing of it. The with
drawal is--just don't make it too real, don't 
take it that seriously. That's even true of 
life. That's how I treat my own life; I am 
trying my best not to take my own things in life 
so seriously, my own drama. The role I'm play
ing--I get caught up in a role and here I am 
screaming at something--wait a minute. That's 
what I mean when I say it's my life style. I 
begin to try to make inroads into my own life. 
Not to take it so darn seriously. That would 
be marvelous. 

Back to the question about relaxing on stage. 
You said in class that what you have to do is 
assume the attitude of the action, rather than 
using pure isometrics. Can you clarify that a 
little bit? What do you mean by assuming the 
attitude? You state that you don't have to use 
the tension of the motion. In other words, we 
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can relax as long as we have the [shape]. 

MONTANARO: If you're lifting a heavy weight on stage and 
there's no weight in your hands, it would be 
kind of silly to strain. Since there is noth
ing there. So you could mentally imagine the 
weight coming at you and mentally your muscles 
would react to that. A mental muscle has no 
strain on it. 

WERNER: So you are still showing the form of what would 
happen if you had a heavy weight. 

MONTANARO: The mental belief of it will galvanize your body 
and force it into a shape. And it will want to 
go further and force it to the strain of it as 
well. You can at one point stop it where it's 
not dangerous. Again it's at that point that 
by withdrawing too far it won't look like you're 
doing it. But that takes a lot of practice, a 
lot of experience. And also when you do it over 
and over again, the movement starts to empty out 
of itself. 

WERNER: What is your definition of a mime? 

MONTANARO: My latest definition of a mime is: The mime is 
a person, right, maybe a dog, no I don't know, 
yeah, anything. Any living or non-living thing 
that can "speak" clearly, eloquently, spontane
ously, accurately with wisdom, profundity, lov
ingly with or without words, with or without 
movement, with or without clothes, with or with
out a theatre. That's a mime. 

WERNER: If you see a person doing something, they are 
actually really doing it. Like fixing a milk
shake. And just the way they do it has particu
lar quirks or something like that. You wouldn't 
necessarily call that a mime? 

MONTANARO: No, no. That person is not speaking. Now if I 
asked that person, "Hey, would you say that, 
please. Tell me what you just did the last five 
minutes. Could you do that again. Could you 
speak to me,. please." The chances are he would
n't be able to do it, unless he were a mime. 
Not being aware, not being awake, not being con
scious of your life flow--it is going all by it
self. This makes you not a mime. The moment 
you are aware and_ are able to reproduce it, 
speak it clearly and make it clear to someone 
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else--over and over again, at will, at control. 
That makes you a mime. Also to be responsible 
for what you are saying. A mime is responsible 
for what he says and does. A person is not. 
Another definition of mime as far as I'm con
cerned is "an objective person, a growing per
son, a mature person." And I would think that 
an ideal person would be an ideal mime. I'm 
taking away from the idea of the art where you 
work silently. The old definition is "a mime 
who does not speak on stage and with his ges
tures depicts life." I don't believe this is 
the definition of mime--never have believed it. 
I thought I believed it at one time. But I 
wanted to believe it because I was doing it. I 
had to convince others that it was all right. 
But I was emulating Marceau who chose to be si
lent. Chaplin chose to be silent--no he didn't 
choose, he had to be silent--but the moment the 
talkies came in he started talking and he was 
no less a mime. In fact, I think he was even 
better. In Monsieur Verdoux, he was superb. He 
spoke, he gesticulated, he made innuendoes. It 
was just marvelous as he spoke of his character 
Verdoux, using his voice, his angles, his body, 
his movements, his song, everything--he was mim
ing--telling me how it is. Very clearly, philo
sophically with tremendous wisdom. Fits all my 
definition. In the film Monsieur Verdoux and 
The Great Dictator, I think he is miming at his 
best. Miming means to mimic, imitate life. Im
itate the life. You can't imitate something un
less you understand it. It's impossible. Peo
ple think it is something terrible to imitate. 
You set a bad connotation, meaning you're sec
ond best. That's the wrong connotation. Imitate 
in the highest sense of the word is quite diffi
cult to do. You can't imitate someone unless 
you know them very well and can take them off 
very well. It is a more complex definition, but 
I think mimes are complex. I don't think it 
should have a simple definition; but my origi
nal definition is best. "The mime is a person 
who can speak with or without words, with or 
without movement. He can speak and make you 
understand what he chooses for you to understand. 
He can make you understand it with or without 
words, with or without movement. You understand 
when you see it and say, ''Ah, I know. '" 



APPENDIX II 

The following are excerpts from an interview the 
author conducted with Michael Henry recorded at his resi
dence in New Orleans, Louisiana, December 22, 1973. Mr. 
Henry is a mime artist who received his training in the art 
from Tony Montanaro. He was Mr. Montanaro's assistant both 
in performances and workshops for a number of years and cur
rently performs solo and conducts his own workshops. 

HENRY: When he began to teach more seriously he concerned 
himself with bringing greater thruthfullness and 
depth to the mime form, that is, to find a means of 
performing and teaching in such a way that the move
ments themselves were very highly motivated, very 
purposeful. They weren't arbitrary or simply unmo
tivated, pretty for the sake of movement. Movement 
really was derived from an experience, from some 
kind of an impulse, from an accurate memory and 
understanding. And this was old hat in terms of the 
theatre. It was really new territory for the mimes. 
Almost all American mimes, when they came back from 
studying with Decroux or Marceau, were doing fanci
ful, derivative kinds of mime. Often they were very 
good, very expert, but the movement was imitative. 
It was not a movement that expressed their own im
pulse and their own understanding of the situation 
itself, the given mime, 

But, as he began to work more and more deeply, what 
began to mark his work and make it so singular and 
so impressive was the kind of honesty, the kind of 
reality that he had. He was an "acting base" kind 
of a mime in which he spent a great deal of time 
trying to learn how to move from the motive, from 
the conditions that we set ourselves rather than 
from an external idea about the movement itself. If 
it was hot, we would relate ourselves to the heat 
and that would create the movements. We would re
investigate thing, pushing or pulling something, 
from the point of view of experience and find out 
exactly what happens. And by relating ourselves 
to the imaginary conditions and leaving the body 
alone, as it were, we began to find a way of moving, 
that really smacked of something a little deeper, a 
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little more truthful. In other words it was a 
style of a kind of realism in the mime that, I had 
never seen before. And I think it has come really 
from Tony. I think that is his, in my opinion, his 
major contribution. His major contribution I feel 
is that he took a form which was delightful, at 
least I'm thinking more of Marceau's work now - and 
quite striking - and he, dealing with the same form 
represented some 'real' impulse, 'real' experi
ence. . 

We spent lots and lots of time investigating mind. 
That is, how to sustain the imaginary reality with 
your imagination, with your mind. And how to let 
that experience play through your body. So that we 
would spend a great deal of time doing work in which 
the basic premise of the work was to not move inten
tionally at all, to allow the body as an instrument 
just to respond to the mind. So that whatever it 
was, if it were atmospheric conditions, or internal 
mental objectives and conditions, we would relate 
ourselves totally to that . . . .

So that when you watch Tony and lots of other mimes 
who have been influenced by Tony, there is a partic
ular print. It is that you don't feel that the per
son who is moving is moving arbitrarily. You don't 
even feel that he is concerned with movement. You 
see the thing itself, the experience. 

What you would see if you really watched a mime -
because all of us reveal what is really going on 
with us - what really was going on with them was an 
image of Marceau, and that was playing through their 
body rather than the image of the rope itself or the 
animal or what-not. 

Tony helped us. We found that mime could be an area 
in which the material could include something other 
than the Bip I Marceau] figures - the little fanciful, 
sentimental characters. 

And that was another problem, aim, the continual 
work of allowing the body to reveal more and more 
thoroughly, more deeply, the shape of the mind, so 
to speak. The mind taking shape in the body. 

He tried an exercise based on the use of images as 
a source of movement in which you would involve 
yourself or engage yourself mentally with an image. 
It might be an image of anything - a machine, a toy, 

. .
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a person, a cloud, a color. And the job was to en
gage yourself fully with the image, as fully as you 
could and to allow movement to proceed from the 
image. In some areas he would say to actually 
imitate the image. That is, if you had an image of 
an animal, you might just let the image play in your 
mind, then simply imitate that image. Then you would 
manipulate that image, make it do what you wanted and 
and then finally, once you gleaned enough source, e
nough information from the image and enough movement 
experience from it, then really it wasn't the point 
anymore. The image work was to find the motive, to 
find the truth in the movement. You may have to 
come back from time to time to re-invest in the i
age work, but it was just a way to move from source, 
to move from something a little deeper rather than 
just moving compulsively because you should be mov
ing upon the stage to just let the body wait and be 
a responding instrument. And the image work was 
used a lot and I think, very effectively in that 
way . . . .  

We had one game called New York in which you would 
take one part of New York - Upper East Side or Times 
Square - a time of the day, and a season, and just 
be in that place at that particular time without any 
particular strong motivation. You are not waiting 
for the girl you have fallen in love with to come 
around the corner. You are just there waiting with
out any pronounced inner quality. It had the same 
effect as the image work basically, that you would 
learn to stand there and allow your tension to be 
involved with the source of your movements rather 
than with any kind of deliberate manipulation of 
these movements themselves. You would stand there 
and the ideas was not to move, but it wasn't really 
not to not move either. Not to be concerned with 
movement really was the idea, but certainly not to 
move arbitrarily. The work was to relate to an ima
ginary set of atmospheric conditions. This included 
time and place, temperature, etc . . . .  And then 
just let the body alone and the rest of us would try 
to discern where that person might be and what the 
season was. The results were striking, if you could 
really be truthful. You could never make up those 
kinds of movements anyway - those movements came 
from the situation, from the truthful relating to 
that place. 

So that we would have an exercise based on investi
gating very thoroughly the premise. We had one - it 
was called a thirty second thing. You had to have a 

.  .  . 
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series of movements that came from really investiga
ting your premise continually. It just lasted 
thirty seconds, but there was nothing arbitrary. 
You would always start with premise and if there is 
something wrong [with a sketch] you can usually get 
at it by going back and looking into the premise or 
lack of premise. If a person doesn't know what to 
do, it is because they really haven 1 t investigated 
who they are, where they are, what they're doing, 
and really gone into it. If that is rich it will 
be sound on the stage, even if you haven't written 
anything great. It won't look unnatural, unmotivat
ed. It will have the truth of the dynamic of life 
in it. 

Tony had in his own personal life and in his work 
as an artist a certain kind of message, a certain 
kind of theme that usually in some way or another 
touched upon the necessity for the artist to liber
ate his sensibilities, his greater intelligence, his 
greater feelings - to be a person who stands there 
becoming of a human being. He is not just some 
trained dog that is taught to walk over here and 
say the line and sit on that line, etc. He should 
come more fully alive on the stage. It is a theme 
that we have as artists and certainly as people a 
responsibility to ourselves for a real kind of self
development, for working towards fruition . . . .    

What is the real thing that needs working on for the 
actor? It is not the theatre, it is not acting, it 
is himself. The recurring theme it seems to me of 
Tony's workshops via the mime form would really have 
to do with self-mastery and liberation and free
dom. 

As a performer I don't think I have ever seen any
body in mime, and that includes Marceau, who is as 
entertaining. The recognition in the audience--the 
recognition and appreciation in a moment, that burst 
in the audience that comes out . . For instance, 
NBC or somebody would get Tony to perform so that 
they would get laughing tapes for their dubs. He 
could get the whole audience, a complete audience, 
not twenty per cent or thirty per cent--ninety-five 
per cent of the audience bursting into laughter 
every twenty seconds during a funny piece. They 
were completely quiet during a serious piece . .  

No one, I don't think, has performed as much as Tony 
and has brought mime to places, schools of all age 
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levels all over the United States and Canada. He 
has really spread mime around. 



APPENDIX III 

The following are excerpts from Terri Mastrobuono 
from class lectures given by Tony Montanaro at his school 
in South Paris, Maine, July 2 - August 10, 1973. 

July 2, 1973: 

July 3, 1973 

Inspiration - life is an inspiration to 
commitment, the will to soar - to transcend 
that which I know and am comfortable with, 
to push myself (but easily, slowly - no 
strain) into unexplored areas of body, mind, 
heart and soul. 

To do this -
abandon - leave behind the personality be
come an Entity. Then one can enter into 
any character/object/even mood - attitude. 

The thing to do is make yourself obey your 
thoughts. Make u p  your mind - do it! Do 
it with feeling, life, commitment. No need 
to force anything if your mind is there. 
Be here. Now is re-iterated over and over 
again. 

Try and reach the crossroads 
E 
N 
E 

CHARACTER 
G 
y 

where the character becomes infused with 
his essence - and keep it there! Forget 
the pretty front stuff - proJect the es
sence and all will follow naturally. 

Thought - action process becomes simultan
eo·us. [Not automatic = thoughtlesslYJ. 

You must hold on with the mind in mime -
as in theatre - there are no accidents, 
everything is deliberate, planned and yet 
spotitan�ous, not dead. 
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July 4, 1973: 

July 6, 1973: 

July 9, 1973: 

July 11, 1973: 

July 13, 1973: 

July 17, 1973: 

July 23, 1973: 

July 25, 1973: 

July 26, 1973: 
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Make the body do what it is supposed to do 
when working, not what it wants to do or 
it's used to doing. 

There are no limitations. Stop making ex
cuses and love yourself and manifest this 
self-love. 

Imagination· is not pretend, but R E A L, 
more real than the concrete world because 
the concrete passes. It is already decay
ing. But the essence always remains and 
the essence is the mind, is held by the 
mind. 

Mime is pantomime [ i.e. realistic acting 
without props or words] broadened and ab
stracted. 

Mastering technique is nothing. It is us
ing these exercises, playing with them, us
ing the imagination to make them something 
besides mere exercises. That's the really 
hard part, and the best - because that's 
the part that's infinite. Technique can 
only be mastered to perfection. Extract
ing ideas can go on forever. 

Motivation in acting is equivalent to plac
ing a though ahead of you in mime. It is 
constant, always sending out a mental pic
ture of what you want to look like, where 
you want to go, what the atmosphere is 
like . . . .  A mime is A Human Being - one 
very skillful at displaying his humanity 
and expressing his fellow human beings. 

Who Lor what] is controlling those uncon
scious movements we do everyday [i.e. open
ing a door J ? Where do they come from? 
They are assumed. We need more assumption 
. . 

in mime. 

Premise - conditions set up, a foundation 
on which the piece is built. It lends an 
angle from which you approach the 
piece. Mime is 3 - D poetry. 

Mime is concerned with physical force, only 
in the classroom. Practice techniques un
til they become second nature and then dis
regard in performance and concentrate on 



July 30, 1973: 
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the acting problem. What am I doing? And 
why? Otherwise it will be external, super
ficial . . . .  Simplest path is best - sim
ple gesture is more dramatic. Eliminate 
all extraneous movement. Economize, con
serve energy. 

On Creating a mime: 
Be specific in the assumptions. Create as 
many assumptions as necessary to narrow 
down the mime. Be exact in your sentences; 
be careful of unwanted words creeping into 
the body. Mime is not non-verbal. It is 
very talky, but talky with the body. Keep 
thinking the assumptions when doing the 
mime. Let these thoughts guide the body. 
Say only what you mean - forbid any extran
�ous, non-pertinent information to creep 
in. 
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Mime Workshop students & staff at Celebration Barn Theater, summer 1973.
Paul Werner is in the last row, second from the left in above photo.

   Tony    ->
Montanaro
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