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actors,
including
Sam Feuer,
are forging
careers
without the
aid of an

n early 2002, actor Sam Feuer moved
from New York to Los Angeles. His first
weekend in California, he attended an
open call for a television reality show
called The It Factor, a series following the

vails and triumphs of aspiring performers,
sting director Mali Finn saw about 1,000 people that day, in
•ups of 30 or so. According to Feuer, upon dismissing them, she
/ised, "The one thing I learned when I first came out here is that
i never leave a meeting without another meeting. This is your busi-
es. You're your own boss. You need to be the CEO of your own com-
ly, and you need to network."
'Everyone was like, 'Okay, okay,'" Feuer remembers. "And everyone
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left the room. I walked straight up to her and said,
'I want another meeting.'" Finn was so impressed
with Feuer's approach that she helped him make
connections with other CDs in town. And then,
says Feuer, things really started rolling for him.

He got a callback for The It Factor, after which
he asked for—and received—yet another meeting with Rnn. He then
found out that the series JAG was casting the role of a young Israeli
man.Though bora in Connecticut, Feuer moved to Israel at age 9 and
did military service there. So he dropped offhis headshot and resume
for the JAG casting director. He booked the role the day he read for
it, and he joined the Screen Actors Guild immediately.

See COVER STORY on page 10



REPRESENT YOURSELF
Continued from page 1—

ut his biggest break
came when he auditioned for
the role of an Israeli athlete in
Steven Spielberg's Oscar-nomi-
nated feature Munich. When he

met casting director Terri Taylor, Feuer says, she asked
him, "Why haven't I met you yet?" Feuer asked Taylor
what she meant. She told him, "Steven Spielberg's
office called me and told me to call you in." Spielberg's
people had learned of Feuer from at least three separate
sources: The actor had sent his reel to the Munich cast-
ing offices in L.A. and Austria, and a third party had
also recommended Feuer to the director. Once again,
he booked the role.

What's remarkable about Feuer's story is that he land-
ed these jobs without the assistance of an agent or man-
ager. Submitting himself directly to casting directors,
however, not only absorbed a lot of time and effort but
also required nerve and finesse. There's a danger in
being too aggressive when dealing with casting offices,
Feuer explains. He compares it to looking for a girl-
friend: "You chase after somebody too much, they're
gonna be deterred. But if you play die game a little bit, then they're interested in you. I diink it's

die same thing with casting directors. You don't want to be too aggressive, because they'll call back
and say, 'Why don't you have an agent?' But it doesn't really matter why I don't have an agent. The
fact is I don't have an agent. If [they] want to see me, great. If [they] don't want to see me, fine."

And though die "single" Feuer seems to be doing fine on his own—he can currently be seen in
The Omen, and he recently shot a role in the feature In Harm's Way—he'd certainly be happy to sign
with a theatrical agent. Shortly after this interview, Feuer landed a manager, Hillard Elkins of ElMns
Entertainment.

:

•Veteran Tips
ack Stage spoke wim several actors about me question of working without represen-
tation. Some are seasoned performers who've had agents and/or managers for most
of their careers. Others are newcomers currently working widiout representation but
who, like Feuer, have booked significant acting jobs. All concurred that, whether rep-
resented or not, you can't sit back and passively wait for jobs to materialize; you've got

to get out and hustle.
Actor Steve Wilcox, who has an agent, suggested that signing with an agency is not

necessarily the actor's panacea. He pointed out that represented actors face some
of the same challenges as the unrepresented: "We have to hope our agents are
doing their jobs. And then we have to do our job, which is to stay on top of
things, read the trade magazines, find out who's producing what.. .who's
casting what, who's cast us before, who likes us—and then keep an
open communication line with our agents."

Wilcox notes that signing widi someone is no guarantee you'll get
bookings. After his appearance in Edward James Olmos' 1992 film
American Ate, Wilcox hooked up with an agency that had consid-
erable clout. But a couple of months later, his point person at the
agency moved on. Wilcox soon realized he was "not being taken
care of." Many gigs he subsequently secured over die years came
about through connections with people he had worked with
before—such as Olmos—radier than because of submissions by
agents.

If you don't have representation and you wish to catch the eye of
casting directors, Wilcox advises, work in live dieatre—but pick your
projects carefully. You could also appear in "pay to play" showcases,
in which actors pay to perform. Although Wilcox personally finds these
somewhat "unsavory," he adds that CDs make connections with actors
at such events.

Sending unsolicited headshots is fine, but a post card may be better, Wilcox
suggests; CDs won't have to bother opening an envelope. "They will remem-
ber," he says. "And after a while rney might even say, 'Let's bring diis person in,
so they'll stop sending post cards.' It's another weapon in the small arsenal we
have."

It may be easier for unrepresented actors to book commercial work than film
and TV jobs. And Wilcox points out dial it's probably easier to "crash" a com-
mercial audition than a dieatrical one. "They're not literally looking at a list
when they're bringing you in, and by me time they've figured it out, you've
already been put on tape..." he says. "And if they like you, youTl be brought
back for an audition."

But commercial CD Jane Sobo of Sobo Casting says she and her casting col-
leagues are wiser than actors may believe. "When a crasher assumes it's easy to
sneak, I think mat's not because we're preoccupied or oblivious, but rather
[we're] accepting and willing to take a chance on that person," she says. "How-
ever, he has to remember that if he has tile gall to attempt crashing, he has to
be able to suffer the wrath and accept die possible embarrassment of being
chastised for his scheme within earshot of his peers and competitors."
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"We have to
hope our agents are

doing their jobs. And then
we have to do our job, which

is to stay on top of things,
read the trade magazines, find
out who's producing what...

and then keep an open
communication line with

our agents."
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Sam Feuer,
above, and
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Cuban-bora actor Marlene Forte began her career in New York in the late
1980s, studying at die Lee Strasberg Theatre Institute. But she was also a

divorced single mother who needed a steady income, so she began
appearing in Spanish-language commercials. To polish her craft, she

became involved in the Latino Actors Base, which evolved into the
LAByrinth Theater Company. She also did background work and
appeared in student-directed film projects. Although she was a
SAG member, she did not have a dieatrical agent when she booked
her first major movie, Joseph B. Vasquez's 1990 film The Bronx
Vfor, after answering a casting call in Back Stage.

Forte believes mat concentrating on die artistry of the work is
the most important thing an unrepresented actor can do. Stage
work is ideal not only for developing your art but also for expos-
ing your talents to industry insiders. But you should never invite a
CD or prospective agent to something you're not dioroughly

proud of, she notes, " 'cause, child, you will never get them out
again—ever."
If you're an agentless actor who's based in New York, consider hir-

ing a manager, Forte says; although they're not allowed to negotiate con-
tracts, managers can arrange appointments with agents. In L~A., however,

it's difficult to secure a manager if you don't already have a theatrical agent,
she concedes.

The Movers and Doers
^iave no representation whatsoever," says Glenn Shelhamer, who came
to I~A. from die suburbs of Atlantic City, N.J., via Florida. "I hear
tilings dirough die grapevine, and I show up when I can and do my
best." He has had representation in die past: Three years ago, in Mia-
mi, he worked widi an agency mat scheduled an audition for him for a

General Hospital role. He was flown to LJ\. for die call. But die character he
read for never materialized on die show. Two years later, having had a tantaliz-
ing taste of California, Shelhamer tossed two suitcases in his truck and—with
about $1,000 to his name—headed West for good.

He was signed with one LA. agency for a while and got a recurring role on
die daytime drama Possums, but he and the agency parted ways. The actor then
crashed an audition widi a model friend of his and booked an overseas print-
campaign job forYKK (famous for zippers); he believes he can still be seen on
billboards in Japan. His friend's agency—which Shelhamer was not signed


