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...the power of words for me isn’t so
much in the delineation of a character’s
social circumstances as it is in the capacity
to evoke visions the eye of the audience.
American Indian poetry is a prime exam-
ple... Words as living incantation and not
symbols..., the organization of living,
breathing words as they hit the air between
the actor and the audience actually pos-

sesses the power to change our chemistry.
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