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By Shawnda Moss

Objective:
Students will demonstrate their understanding and exploration of Stanislavsky’s foundational acting system elements by incorporating them in a monologue or scene performance.

Learning Level & Class:
Advanced students/seniors willing to explore and challenge themselves to move beyond the first choice; 85 minute class periods

Prior Experience:
Students have already been introduced to Shakespeare and explored his words in other units; text analysis; objectives and tactics; beats/action units; acting tools and creative acting choices

National Standards:
TH:Cr1.1.HSIII a. Synthesize knowledge from a variety of dramatic forms, theatrical conventions, and technologies to create the visual composition of a drama/ theatre work.
TH:Cr3.1.HSIII b. Synthesize ideas from research, script analysis, and context to create a performance that is believable, authentic, and relevant in a drama/theatre work.
TH:Pr4.1.HSIII b. Apply a variety of researched acting techniques as an approach to character choices in a drama/theatre work.
TH:Pr5.1.HSIII a. Use and justify a collection of acting exercises from reliable resources to prepare a believable and sustainable performance. 
TH:Re8.1.HSIII a. Use detailed supporting evidence and appropriate criteria to revise personal work and interpret the work of others when participating in or observing a drama/ theatre work. 
TH:Cn11.2.HSIII a. Justify the creative choices made in a devised or scripted drama/theatre work, based on a critical interpretation of specific data from theatre research.

Big Ideas:
Acting is all about making specific, detailed choices.
There are many different acting techniques to draw on for personal acting tools.

Enduring Understandings:
Students will understand the effect their creative acting choices have on a performance.  
Students will learn the importance of exploring and moving beyond the first, easy choice.
Students will examine how text analysis informs creative choices.

Essential Questions:
How do I make good acting choices?
What does honest acting look, sound, and feel like?

Author’s Notes:
For this unit I chose as script/performance work pieces from Shakespeare; Shakespeare Meets Stanislavsky; the students got to select a scene or monologue from one of Shakespeare’s plays to use as the performance focus.  I used the Utah Shakespeare Festival High School Competition ballots as the final evaluation of the performance.  However, any script can fit in place of this text work.

Students should already have an acting piece assigned/chosen to work on in the first lesson.  It is expected that they will have their script with them daily.  

The program this was originally taught in uses a routine of a writing journal (called an “Actor’s Log”) where students can take notes, respond to writing prompts, place handouts, etc.

The exercises used in this unit come primarily from Merlin’s Konstantin Stanislavsky (KS) and Gordon’s Stanislavsky in America.  Noted in the unit as: KS and SA for future reference.

Lessons:
Lesson 1: Intro: Relaxation & Concentration
Objective: Students will demonstrate their ability to play by exploring activities in relaxation and concentration.  Students will be introduced to Stanislavsky and his background for exploring acting.

Lesson 2: Imagination & Given Circumstances
Objective: Students will demonstrate their ability to use their imagination by exploring given circumstances exercises.

Lesson 3: Acting the GC & Intro to Objectives
Objective: Students will demonstrate their ability to use given circumstances by analyzing them in their performance piece.

Lesson 4: Communication & Subtext 
Objective: Students will demonstrate their understanding of the text of their piece by paraphrasing the literal text and subtext of their performance piece.

Lesson 5: Beats – Action Units & Justification
Objective: Students will demonstrate their understanding of units of action by justifying the beats they create in their performance piece.

Lesson 6: Inner and Outer Actions and “Why?”
Objective: Students will demonstrate their ability to use inner and outer actions by answering the “why” to what they want and do in their performance piece.

Lessons 7 & 8: Previews & Post-Preview Reflection
Objective: Students will demonstrate their understanding of their piece by performing in a preview.  Students will demonstrate their understanding of acting principles by given written feedback to their peers.

Lesson 9: Dig Deeper into Action
Objective: Students will demonstrate their ability to push themselves in rehearsal by raising the stakes for their character in their performance piece.

Lesson 10: Coaching Pieces
Objective: Students will demonstrate their ability to analyze Stanislavsky’s acting system by peer coaching other students in justifying their acting choices.

Lesson 11: Stan’s Performances
Objective: Students will demonstrate their ability to apply Stanislavsky’s acting elements to their Shakespeare piece by performing their final monologue or scene.




Lesson 1: 
Intro: Relaxation & Concentration

Objective:
Students will demonstrate their ability to play by exploring activities in relaxation and concentration.  Students will be introduced to Stanislavsky and his background for exploring acting.

Materials Needed:
Intro Powerpoint
Copies of Actor’s Homework Handout

HOOK:
As students enter the room, have music softly playing and show the first slide on the PowerPoint (Pp) projected on the wall so that students can follow the instructions without any verbal direction.

After all the students are in place, guide them through the following relaxation exercises:

RELAXATION ELEMENT
Relaxation on the floor: SA p. 174
Consciously tense and relax each set of muscles: feet, calves, knees, thighs, buttocks, whole leg (release with “Ahhh”), stomach, chest, torso (release with “Ahhh”), upper arms, lower arms, fists, whole arm (release with “Ahhh”), neck, face, whole scalp (release with “Ahhh”)

X Stretch first on floor then standing: SA 109
Create an ‘x’ with your body stretching out and then contract into a ball (3 times)

Stand High Stretch: SA p.174
Reach for the sky as high as you can and then release from hands down


DISCUSSION
Students can relax and sit on the floor in a circle: Why would we do relaxation exercises in an acting class? What does relaxing your body do to your acting? (have someone scribe answers on board: answers could include freeing up our body by releasing tension, keeping us in tune with our bodies to better use them; relaxation allows us to focus our minds on our character, etc.)

Pp Slide: Relaxation for the actor is when unnecessary tensions have been removed and the remaining energy is purposefully focused and the awareness is acute – a state in which you are most ready to react.  It is restful alertness.

Pp Slide: “The most insignificant tension anywhere can paralyze the whole creative process.”
“Make muscle control part of your physical being.”


INSTRUCTION
Have students grab their actor’s journal for taking notes:
Pp Slide: Introduce Stanislavsky and his desire to learn a craft (not just play a role)
*This an incredibly condensed peek into his system; highlighting key points rather than going extensively into him and his work; just enough to pique the students’ interest.  We will be focusing in on a few of his system’s foundational elements: Relaxation, Imagination/Concentration, Given Circumstances, Justifying Actions, Paraphrasing/Subtext*

Stanislavsky saw his system as offering advice to actors of different temperaments who wished to speak through different aesthetic styles. Not everyone learns and executes acting the same way.  So he wanted to create a system that anyone could draw on and use what worked for them to get to the character they wanted.  Practical analysis (work on self) and analysis (work on role).  “One must give actors various paths.”

Pp Slide: Work on three different skills as you develop your acting technique:
1. Physical – voice and body as expressive instruments
2. Conceptual – analyze the script and recognize how your character fits in it
3. Spiritual – be relaxed, centered, observe, focus, be aware and become the character

Let’s go back to relaxation – concentration:
Pp Slide: “I saw that freedom of the body, relaxation of muscles and complete subordination of the entire physical apparatus to the actor’s will played an important role in promoting the creative mood.  Such discipline permits splendidly organized creative work which enables the actor to express freely with his body what his soul is feeling.”
How does this quote connect with the list generated on the board from the earlier discussion?  


GROUP PRACTICE
Have students follow the following directions in making poses.  Tell them not to “check” themselves or try to observe themselves – instead they should focus solely on the TASK and not worry about how they look or if the pose is ‘correct’.
Adopt Poses: KS Exercise 4.1
Work through a series of poses: sit up straight, half sit, standing, leaning over, kneeling, crouching) and make a mental note of which muscles are involved in the task (how few are actually needed!).  After each pose relax whatever muscles aren’t necessary.  “How many muscles do you use in acting that you actually don’t need to engage?”


CONCENTRATION ELEMENT
Pp Slide: “The greatest obstacle in the artistic development of an actor is haste.”
Circle: Breath then Movement: SA p.109 & 122
Hold hands and concentrate on other’s eyes and breath.  Release hands.  Move only when others move in any way.  Now turn outward and do the same without looking around you.  Pay attention to the breath and connection and just know when people are moving.
Song Focus: SA p.175
Half the group singings “Happy Birthday” out loud while the other half hums their own song silently to self.  Switch the task for the halves.


APPLICATION
Pp Slide: Creative state is when you are relaxed, playful, and non-judgmental – be playful, whole, and open.

Read your piece out loud. Concentrate on your own piece even with others around you.  Don’t act the piece.  Just read it.  Take any notes directly on the script if anything strikes you.



CLOSURE:
Pass out and go through the actor’s homework that students need to complete.  This homework is basically taking notes of some focused things so that students have complete contextual understanding of the play, their piece, and character.

ASSIGNMENT:
Read detailed synopsis of the play and take notes of the storyline: (pass out handout)
What is going on in the play?  Create a list of events of the play – hit the most important events that move the story along, but detail the events in the scenes just before, during and after your piece.  What exactly is happening with whom and when (and maybe even why if the text gives you that)?
What is your relationship with other people in the play? List the key people in the play and note how you interact with them (if you interact with them).
What is the setting for your scene/mono?  Where does it take place and what time of year?	
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Shakespeare meets Stanislavsky
Contextual Work of the Script

Read a detailed synopsis of the play (Spark Notes or another similar internet resource) and take notes answering the following prompts.  These notes will become your foundation for future round-the-table work and “work on role” items – the more detailed and specific your notes the better your preparation of the character will be.  So take really, really good notes to help you!  Remember, “The concept ‘in general’ is the bane of theatre.” So follow Stan’s advice and don’t be ‘in general’!
Bring your notes and script with you on deadline to class and be ready to work and play hard with them.

What is going on in the play?  
“Often we see (or read) a play without clearly understanding the logic of events and their dependence on each other.  And that is the first thing which must be made clear in any play, because without it, it is hard to speak of the play’s inner nature.” Stanislavsky
Create a list of events of the play – hit the main events that move the entire play/story along, but dive into detail the events in the scenes just before, during and after your piece.  What exactly is happening with whom and when (and maybe even why if the text gives you that)?  Be specific and detailed here…the more you know about the play the better.  So if you’re not going to read the entire script then study the storyline in depth and know exactly what is happening in the story.
After creating the list of events, jot down impressions about your character’s role in the play.  Why are you there?  How do you contribute to the story of the play?

What is your relationship with other people in the play? 
“Reading a script is like reading an x-ray: A doctor looks at an x-ray and sees things in it that you don’t see. Why?  Because he is a doctor.  When an actor looks at a script he sees things in it as an actor.” Strasberg 
List the key people in the play and note how you interact with them, your relationship with them, and how you feel about them (if you interact with them).

What is the setting for your scene/mono?  
“Stanislavsky asked actors to think and behave as their characters would logically do in the circumstances of the play.” Carnicke
Where does it take place and what time of year?  What kind of effect does the setting have on your character – how does he/she feel about being there?


Lesson 2: 
Imagination & Given Circumstances

Objective:
Students will demonstrate their ability to use their imagination by exploring given circumstances exercises.

Materials Needed:
Given Circumstances Powerpoint
Place & Time Cards

Pre-HOOK:
As students enter the room, show the first slide on the PowerPoint (Pp) projected on the wall so that students can follow the instructions without any verbal direction.

HOOK
After all the students are in place, have each student come up to the suitcase and pull out an object and interact with it.  They should follow all impulses and interact with it in the first way that comes into their mind; not think about it.  They aren’t performing – simply interacting.


ACTIVITY
Trunk Exercise SA p.162: Have students combine concentration and imagination by participating in the following activity as you guide them.
You are in an old attic surrounded by cobwebs.  You see an old trunk in the corner of the attic.  Go to the trunk and open it – what three objects do you pull out and interact with?  What might mean something to you?  One of your possessions? Something you come into contact with often or something that has been tucked away and forgotten?
Reflect on the exercise – what does this have to do with acting?


INSTRUCTION
Explain how Stanislavsky emphasized the use of imagination in performing.  But it must be grounded in what the playwright has given in the text.  I asked you to do homework to get contextual information about your play, character, and setting. Why?  Why do this round-the-table work and not just jump into getting the piece ready?

Pp slide: Actors have to ‘let go’ of their homework – they should ‘forget’ their preparation at the point when it has served its purpose. But you have to do the work first to be able to forget it, right?

Stanislavsky’s system balances theory and practice.  So we do the homework or round-the-table analysis and then we get up on our feet and explore with our physical and spiritual self.  Pp slide: “If our preparatory work is right, the results will take care of themselves.”


INFORMATION SHARE
Have students take out their notes from the homework assignment.  They should read through them and highlight/underline 2-3 of the most important things they learned in each category (events, relationships, setting).  Have them pair-share these with another actor or their scene partner.  

Directions: Talk with each other about how you can USE this information – what these new things you learned about the play, character, and setting can help you in your acting.  Add thoughts from your discussion to your notes.  


DISCUSSION
Get students to talk through moving it from their brain to their bodies: How do we move from knowing or learning about the play context to actually being able to perform that context?

Willing suspension of disbelief is needed not just by audience members, but by actors too.  Actors need to take the text given to them and create the world of the play – world of the scene/monologue.

Think about your everyday life…you constantly interact with the environment around you as its physical, psychological, social aspects influence your behavior, personality, feelings, and thoughts.  Characters in a play live in a world created by the playwright, but even more so since they and their world have been created specifically to serve one another.  Your character should develop in relationship to the environment.

Pp slide: Stanislavsky asked actors to think and behave as their characters would logically do in the circumstances of the play.


CIRCUMSTANCES ACTIVITY
Guide students through the following activity – coaching them to be specific and detailed – really use their imaginations to see and feel these things.
Closing a Window Exercise SA p.162
Put yourself in front of a window.  You need to close the window.  Play with this – how big is the window?  Is it heavy or light?  Up or down or slide to the side?  Is there a crank handle or a lock/unlock catch?  How does the window close?  Now put some environment into the exercise: a storm has blown in with rain, thunder, and lightening.  There is someone trying to get into the house.  A dust storm is coming. It is below freezing outside.  You were talking to your friend outside and your parents are outside your bedroom where you are grounded.

Reflect on the exercise.  What did you DO to use the environment?  What world did you create?


INSTRUCTION
Pp slide: The specific qualities of the character’s world are called GIVEN CIRCUMSTANCES.  These determine most of the choices an actor will make about their performance.  Remember that while the world of the play are the largest component of given circumstances, you do have to keep in mind that the performance space and nature of the performance are just as much given circumstances that affect our performance choices (technical use of body and voice, etc.) – more on that later.
Who – relationship between your character and all the other characters important in the scene (whether physically present or not; a general and a specific relationship with each person)
Where – two main aspects; physical environment and social environment
When – facts plus the implications of manners, values, beliefs, etc.
What – start with the antecedent (or “pre”) action: things that happened in the past that affect the present situation and then move into the main event of the scene.

Pp slide: “The basis of all acting is the experience of ACTION in given circumstances.” Adler


PRACTICE
“So let’s test this – let’s see if we can create action in given circumstances in an exercise format before we apply it to our pieces.  Remember we are focusing on the task – not on ourselves.”

Pair students up.  Have the places, times, objectives, etc. for the exercises listed on different slips of paper or cards for students to randomly choose from. They are to create an improvised scene based on the cards they choose.
One given circumstance KS Exercise 4.2 PLACE
Pay limitless attention to your partner and constantly adapt as the other given circumstances (who you are, why you’re here, etc.) are invented as you go along.  Be playful, be open.  Accept what other actor says, adapt to it, and build upon it to maintain a convincing and action-driven scenario.

Two given circumstances KS Exercise 4.3 PLACE and TIME
Now you have to justify your actions as you adapt to your partner.

Environment Influence SA p.162
So think through your pieces’ setting: where are you and how does the environment influence you? (WHERE and WHEN).  Either write out a description of it as if you were writing a travel blog about it or grab a piece of blank paper and draw the setting as if it were a postcard.  Include detail and specifics – you can’t use the given circumstances if they are general and vague.  Submit this work for a grade.  It can be completed as homework if you don’t finish it now.


CLOSURE
Glance over shoulders, etc. to ensure they have generated the appropriate work in their journals/logs. Go through the actor’s homework for next class period.

Homework
Take your notes and your script home and continue to explore action opportunities.  Read through your scene at least three times each day.  Just read and think about the environment, what just happened and is presently happening, and how you are and how you feel about the other characters in the scene.  Feel free to continue to jot notes on further research, impressions, analysis of the script, character thoughts and connections, etc.

The script and notes come back with you next class period.
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Time Ideas
2:00 a.m. in May
Ten to midnight on Christmas Eve
Yesterday afternoon
The day war broke out
10:30 p.m. in March
New Year’s Day 2000
Sunday dinner
Halloween
Lunchtime
Dawn

Place Ideas
A shopping mall
The principal’s office
Monkey  house at the zoo
A graveyard
Greasy diner/café
An elevator
A mountaintop
Hospital waiting room
A broken-down car
The foot of the Statue of Liberty
A train station
The beach
Grandma’s living room

Objective Ideas
1a: make yourself understood
1b: to get your partner to leave the room
2a: to disguise your true identity
2b: to find out the truth
3a: to create a party atmosphere
3b: to arouse suspicion
4a: to discover the enemy
4b: to lull into a false sense of security
5a: to win admirers
5b: to deflect attention
6a: to control the situation
6b: to control the situation
7a: find out who the other person is while concealing who you are
7b: find out who the other person is while concealing who you are



Lesson 3: 
Acting the GC & Intro to Objectives

Objective:
Students will demonstrate their ability to use given circumstances by analyzing them in their performance piece.

Materials Needed:
GC & Objectives Powerpoint
Place, Time and Objective Cards

Pre-HOOK:
As students enter the room, show the first slide on the PowerPoint (Pp) projected on the wall so that students can follow the instructions without any verbal direction.


HOOK
After all the students are in place, do the PLACE/TIME improvisation but now add OBJECTIVE KS Exercise 4.4 
Have pairs come up at get the two cards: place and time.  Give them a few minutes to improvise a scene. 
Then have them come and get the objective cards without showing partners their goals.  Now you can start to explore why you’re in that place at that time.  You both know the other given circumstances, but only your objective.  Focus on the dramatic tension – the task of your objective – it’s not a competition.

Reflect on the exercise – what was different about the two improvisations?  How did wanting something affect the scene?  What does “wanting something” do to you as an actor?


INSTRUCTION
Pp slide: Script analysis brings the actor into action.

Acting Process: Pp slide
1. Put yourself into the circumstances of your character. **work on now
2. Experience your character’s needs as if they were your own. **work on now
3. Form objectives as your character and care about them as if they were your own.
4. Do the things the character does to achieve those objectives.
5. Explore the natural process of transformation (the Magic IF).


PRACTICE in REHEARSAL
Have students pull out their script and examine it for ACTION opportunities based on its given circumstances.  Take note of them directly on the script.  Start with those moments and just read it and then get up on your feet to begin to play with it.  Not firm staging, or set vocal or body choices, but just start to let the environment, relationships, etc. start to affect you.

Think about OUTER actions (‘What am I doing?’) and INNER actions (‘What do I want?’)

After some rehearsal time stop and have students focus on making their work more active and less cerebral Pp slide:
· Direct all actions toward your on-stage partner (or your invisible other)
· Make them real and human
· Choose actions you can believe in
· Make them relevant to your character
· Be specific and precise with your actions
· Make them active and forward-moving
Have them take a short section of their piece (8 lines or so) and memorize and prepare it according to this work.

REHEARSAL SHARE
After some more rehearsal time stop and have students focus on sharing their work with another person/pair in the class.  Pp slide  Get feedback from their audience on how they are acting and using the given circumstances of those lines/that moment.  Look to get more specific, detailed, and honest in their actions and characterization.

If appropriate, have each audience give their performer a participation score and submit it to you for the gradebook.


CONCLUSION
Remind students to continue to read through their pieces.  Don’t memorize anything a set way – just learn it and get really familiar with it.  Continue to take any notes of new impressions, insights, etc. of their piece or the given circumstances.


If this fits your class better than one of the other exercises above, feel free to substitute it.  Or use this in any lesson if time allows:
Everyday Acting in GC
Let’s better explore how to portray (as in actually doing, not acting) normal daily actions that we, as humans, take for granted. This exercise would challenge students to present a mundane activity and put a twist on it, to add dynamic and a “rush” to the scene. According to the actor-author, Uta Hagen, those normal interactions change depending on what influences them.

So take a common action that your character would do.  Grab items that could stand in as props.  Do the action.  Now consider your given circumstances: WHEN.  What time is it?  Can you put in a time constraint?  Now consider WHERE.  Where are you?  What is the temperature like?  Are others around you?  What is the social aspect of the location as well as the physical one?  Can you make the place ‘more’?  If time allows play with WHO.  Add something into your relationship to spice things up: secret crush, felt betrayed by text, etc.
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Lesson 4: 
Communication & Subtext 

Objective:
Students will demonstrate their understanding of the text of their piece by paraphrasing the literal text and subtext of their performance piece.

Materials Needed:
Communications Powerpoint


HOOK
Do Circle Freeze (someone holds a position, another finishes it, first one leaves, a new person finishes what is left in a new position/pose, etc.) **not performing, get to the task!  Jump in!

Do the Scarf Circle exercise (this is a scarf – what else can it be? pass it around the circle and have each person say and show what else it can be.)
 
Now do the same idea but with lines of dialogue (here is one way to say it – how else can it be said?)
“I must see you”  “Then this is goodbye” (inspired by SA p.177)

Reflect on the activities – how did they lead to communication?  What were some of the ways that the lines were said?  How did the way the line was said change the meaning or intent of the line?


DISCUSSION/REFLECTION ON LAST CLASS PERIOD
*this discussion was based on the original execution of the unit, but it is likely that many of these same issues happen in other settings of the lesson rehearsal; written in facilitator/coaching fashion directly to students*

Some of the rehearsal last class period was solid work exploring things, but much of it turned back into tricks and habits.  The exploration was lost in the desire to “perform”.  Don’t set your choices too early – you shouldn’t finalize your acting choices until between preview and performance.  This rehearsal time is to explore the variety of the choices in front of you and question yourself on “How am I using the tools Stanislavsky is giving me?”  

It might mean that you stop to relax for a few minutes to free your body and mind.  It might mean doing a concentration exercise to get yourself into the environment and other given circumstances – would drawing help?  Writing?  Talking aloud about what is around you?  You, that actor, must see this all. The audience will see you, but you need to be in this world.

We are going to go back and start with basic choice exploration with the actual text.  Remember you are not performing – you are to complete a specific task of understanding the dialogue and making it your own.

INSTRUCTION
Pp Slide: You begin by understanding what the words mean and why the writer has chosen to have the characters express themselves in precisely the way they do, not only because you have a responsibility to communicate the meaning of your lines, but also because it reveals the way your character thinks and feels.

Think about this…your character has an idea that forms into a through that develops into dialogue.

Make sure you understand every word you’re saying.  Look up words you don’t know.  Know the effect of given circumstances (GC) in the language.  Then ask yourself why your character has chosen to use THOSE particular words instead of some others that mean the same thing.  What is there about them that is exactly right for the thought and feelings of your character at this moment?


MODELING
Paraphrasing
Pp Slide: Use the monologue as the example.  Take the first few lines and discuss what they mean.  Then paraphrase the lines into a literal translation in modern vernacular.  Then discuss what the subtext is.  This might involve examining the GC, right?!?  Translate it now in subtextual paraphrasing (not translating word for word literally).


INDIVIDUAL PRACTICE
Pp Slides: do this work yourself in writing as directed in the Pp slides:
Step 1: literal paraphrase
Step 2: subtext paraphrase
Step 3: read them aloud to partner

If time allows, read the original script again out loud and time it.  Get to the appropriate time limit constraints.

As you continue to work on memorization, you need to own the words and make them your own.  Pp Slide: 
· The words you speak as the character are a residue of a complete state of being – the actor’s job is to re-create the fullness of the character by restoring body and consciousness to this residue.


CLOSURE
If there is time remaining, have students rehearse their piece while making the words their own.  They need to remember their paraphrasing to keep it natural.
 
Have them turn in the paraphrasing written work today or next class period.  If students have fallen behind or been lazy then encourage them to take this opportunity to catch up.  Cut their piece if need be (go lean).  Work on memorizing their lines.  Be ready for next class period’s rehearsal with a solid understanding of their piece.
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Lesson 5: 
Beats – Action Units & Justification

Objective:
Students will demonstrate their understanding of units of action by justifying the beats they create in their performance piece.

Materials Needed:
None


HOOK
Justify Pose Exercise SA p.106: Move around the room freely.  When I shout “stop!” you must freeze into a position.  Justify your pose – say why you are in the pose you are.  Can repeat the exercise with a partner and justify their pose as well.

Justify Verbally Exercise SA p.163: In smaller groups of 4-5: go around the circle and give as many reasons as possible: 
You leave your job
You help someone on the street
A mother leaves a package in the layaway department
You take another job
A man crosses the street too fast

How did you justify your choices?  What does justification have to do with acting and the work you’ve done so far?  Perhaps write the students’ answers on the board.


INSTRUCTION
Stanislavsky based his system on the idea that everything an actor does as the character has to be justified by the character’s internal need: the character’s needs and desires cause him to do something (action) in an effort to achieve a desired goal (objective).  Need causes action directed toward an objective. (write that on the board)


GROUP PRACTICE & EXERCISE
Everyone is assigned the same objective: to leave the room (inspired by SA p.112).  But they can’t just leave the room.  They have to have a reason to do so.  Each actor has to invent the justification for doing so (i.e. he cannot be late for work).  Each actor has to perform three different activities before walking through the doorway out to the hall (with previous example of trying not to be late to work this could be checking his watch, gathering his book bag and finding his work schedule, after seeing his start time cramming everything into his bag and dashing out the door).  

Do this in the previous groups: have one group at a time go to the front and take turns trying to reach their objective while the other groups watch as audience members.  Just give students 1-2 minutes to come up with a reason to leave and the actions to justify that action.  Don’t let them think too long; get them up in a row and have them just do it.


INSTRUCTION
A dramatic character usually pursues an action (tactic) until it either succeeds or has been deemed a failure.  If it fails, the character shifts to a new action (could either keep the same objective or drop it and go for a new one).  If it succeeds then the character moves on to a new objective.

Each change of action can be felt as a change in the rhythm of the scene: unit of action or beat.  Immediate actions and objectives have a logical flow aimed at larger objectives.  You should go through the scene beat by beat with a forward sense of momentum (Stan called this the score of the scene).

Process of identifying a unit of action:
· Isolate a single bit within your work.  A single segment.
· Define your character’s circumstances as an adjective.
· Ask yourself “What would I do if I were in this situation?” and answer with an active verb

Worry about the ACTION, not the result!


APPLICATION
Analyze the scene by breaking it into units of action.  Define your character’s need, action, and objective in each unit.

Read your piece aloud in front of your group.  Simply sit in your chair and make no effort to “stage” it.  Experience the give and take that moves the scene forward.  Reflect on this process and write down your insights and problems to turn in.


CLOSURE 
Check-off their beat work, but don’t collect their scripts so that they can take them home.  Have students turn in their reflection of the beat work.  Remind students that memorization is due next class period.  Because of their work the last few days they should be so familiar with the piece that finalizing the memorization should be simple.


Lesson 6: 
Inner and Outer Actions and “Why?”

Objective:
Students will demonstrate their ability to use inner and outer actions by answering the “why” to what they want and do in their performance piece.

Materials Needed:
Place and time cards
Lines of dialogue cards or slips of paper
Object with a lot of texture/flaws in it


HOOK
Do the INNER ACTIONS (KS Exercise 4.5) 
Have a pair of students come up at get the two cards: place and time.  Then give each of them a line of dialogue.  For the improvisation each can only say the words on their card.  Focus on the relationship and actions of your partner to know what to say and when to say it. Look for the precise moment when your line of text absolutely fits your own inner action and with the silent action going on in the scene.

Lines from plays:
You’re so lovely.
I’m not going to set foot inside this place again.
How boring these people are.
What’s the matter with you?
I’m too simple to understand you.
Maybe this is the very thing I needed.
I’m sorry.
I had a feeling we’d see each other again.
Shut the window, there’s a draft.
Touch me and I’ll scream.
You have such beautiful hands.
You going anywhere?
I’m not meeting anyone.
I’m not perfect, I know.
I knew it wasn’t right.
I thought I was a bird.
Tell me what you want me to do.
Is your friend coming today?

Reflect on the exercise.  What worked and what didn’t?  How can the focus on the inner actions (what is this? Thoughts, feelings, subtext, checking with partner, etc.) help you in your performance piece?  You need to absolutely know your text, but the focus can’t be on the lines themselves.  It needs to be on the meaning behind the line – the objective and why you’re saying what you’re saying.


MODEL
Model this idea OBJECT SA p.75 – using the inner action by doing the following: have a student stand in front of the class simply holding an object in his/her hand.  Have the student simply stand there for a full minute or so.  It should be awkward and odd to just have everyone watching the student just stand there.  The student might start to fidget and play with the object – direct them to not do that and to just stand.  Now direct the student to look for defects in the object they are holding.  Encourage him/her to examine the object carefully and say what he/she finds as the exploration goes on.

Ask the class audience and the actor separately: What was different between those experiences?  What does having some specific action do for you as an actor/watching as an audience member?


INSTRUCTION
With students taking notes in their actor’s journals, review the term super-objective.  A character’s super-objective must have urgency: every action and objective must have immediacy (how badly do you want it and what will happen if you don’t get it?)  If it’s too easy to reach then look for/create obstacles for your character to need to work though (that are grounded in the text).

Connect the outer actions, inner actions, and objectives by encouraging students to keep testing their objectives with the question: “Why did I do that?” so that the the outer actions (what am I doing?) will collaborate with inner actions (what do I want?)

Share the following quotes with the students (you can print them out and distribute them to three students to share with the rest of the class):
“What happens onstage should be just as complicated and just as simple as things are in real life.  People are sitting at a table having dinner, that’s all, but at the same time their happiness is being created, or their lives are being torn apart.”

“How might actors experience artistic inspiration?  The answer lies in ACTION.”

“Physical actions are small, achievable tasks that are directed straight towards the other actor(s) on stage.” (or invisible partners)

To accomplish the experience of real feelings the actor must work moment-to-moment talking and listening.


“WHY?” PRACTICE
Pair monologue students up and have them perform one action unit or beat for their partner.  Have the partner say "Why?" and the actor has to justify the bit before being allowed to move on.  The scene partners could do this with one line/section going back and forth.  The constant justification of the text should include subtext from their paraphrasing as well as action/objective.


DISCUSSION
Bring the students back together and discuss their experience with that practice.  How does having to know why they think/do everything alter their interpretation or performance?


REHEARSAL & CLOSURE
Give students the rest of the class period to rehearse their pieces; focusing on the actions of their piece.  They need to work moments, not just run through the piece over and over.  But rather, direct them to work a moment or a beat a few different ways (change the outer action; try a new inner action; play the opposite, etc.) and get away from their preconceived notions on voice and body.  Only after that beat is worked should they move to the next one.  They should run through what they’ve worked at the very end of the class.


Lessons 7 & 8: 
Previews & Post-Preview Reflection

Objective:
Students will demonstrate their understanding of their piece by performing in a preview.  Students will demonstrate their understanding of acting principles by given written feedback to their peers.

Materials needed:
Preview sheets


PREVIEW PERFORMANCES
Watch and time the performances and give notes on the preview sheets to return to students – the preview sheet is focused on Stanislavsky’s elements to allow for specific detailed feedback.  With some warm-up/run-through time given to students it will likely take two class periods to get through every preview plus the post-preview work.

Have each student take notes on their peer’s performances.  Have them write it in such a way that at the end of the preview they can separate their paper into performances and distribute their feedback to the performer(s).
1. Something you can steal for your own work
2. Something specific that worked well – a moment, an action, objective, etc.
3. Suggestions for improvement – “I wonder…”

Finish up preview performances; go back through the preview order and call on 1-3 various students to share a note they took for that performer and then the teacher shares the most important note out loud.  After each preview has been given a couple verbal notes from their peers, create a pile of feedback for each performance.


REFLECTION
Have each student write a brief self-reflection on their own piece.  They should consider the following questions (you may want to have these written on the board or put in a PowerPoint slide):
· What do I keep and what do I toss?  
· What were my three strongest moments?  What did I DO to get to those moments?  
· What do I still need to work on – where do I need to focus my energy and work now?  
· *Read through your feedback*
· After reflecting and reading through your feedback, create a 3-point action plan for improvement in your piece for final performances.  Be specific and realistic here.


CLOSURE
If time allows, bring the class back together and talk about what they saw in the previews.  What stood out – both for good and for ill?  How can the class progress together toward continued work and polishing their pieces?  What are some of their ideas on tangible actions they can take to move the piece forward?


Stanislavsky’s Elements Preview

Title of Piece______________________________________________			Score ____________/50
Name: ________________________________		Character: _________________________________
Name: ________________________________		Character: _________________________________
	Memorization
	Lines come to the actor with few glitches; obvious preparation to the piece
	




	Actions
	Blocking is natural and motived; varied movement prompted by inner and outer actions and physical given circumstances
	








	Characterization
	Characters are distinct and different from the actor; unique choices have been made to convey personality, attitude, etc. both physically and intellectually
	








	Text Work
	Actors clearly understand the text both literally and with subtext; actors use the given circumstances in their performance
	









	Overall
	Performance is clearly rehearsed; work shows a high level of imagination and concentration; actor is relaxed; piece within time limits
	









Time of Piece ______________


Lesson 9: 
Dig Deeper into Action

Objective:
Students will demonstrate their ability to push themselves in rehearsal by raising the stakes for their character in their performance piece.

Materials Needed:
None

HOOK
Spread students out in their own space.  Have them write their name in the air.  Now do it involving their entire upper body.  Now do it involving your entire body (think of writing with sparklers in their hands) exaggerating the name and use the entire space.
What is different about the three times you wrote your name?  How can you involve more of your body in your performance?  Acting from the neck up or waist up isn’t enough.

As you process your performance, think about the actions that your character is going through.  How can you use them more to your character’s advantage?  How can you use your actor’s tools (voice, body, imagination, text) to full communicate what you want and create a relationship – even if it is with an invisible partner?


EXERCISE
“Yes, No, Maybe, Please, Okay”
Sometimes we restrict ourselves because of the text.  So let’s get rid of the text.  Play “Yes, No, Maybe, Please, Okay”.  You can use these words ONLY in your scene.  Have one of the partnerships come up and model this for the class: They are to perform their scene but only have those words to use as dialogue.  They can decide which word to say when, but the basic framework of the scene’s action needs to be in place throughout the exercise.  (I like to have these words written on the board for visual reference if needed by the actors).

It’s a tricky exercise, but can be effective if students give it their all.  Highlight/side coach through the modeling how using just these words as text forces the actors to engage their bodies more fully in communicating and how their tone of voice conveys so much.

Have all the students do this exercise.  People doing monologues can pair up with another monologist and be a stand-in for the “invisible other” partner.  The actor might need to give them some context so that their reactions are realistic, but it works.  Make sure you know the general and some specific for this to work.  So sharing the paraphrasing or talking the scene through will be helpful.  Scene partners get together and do it.  Monologue performers get together and share the “leading up to” context and paraphrasing and then do it with partner standing in for the invisible other.

Deconstruct: What did taking the text away do for you?  How did it involve your non-verbal communication or physicality or gestures or subtext?


INSTRUCTION
Talk with the students about revisiting scoring the role:
We need to make sure the detailed moments are each working AND that they work in the greater arc of the piece.  So go back to your script and dig deeper into your analysis.  If you haven’t yet or only half-heartedly did this before - Score the script into beats and have a very definite task to achieve for each beat.  Think about what is at stake for your character if you don’t get what you are fighting for.  How can your entire body commit to your “want”?  An active verb means being ACTIVE – not just talking.

Think about how to be more SIMPLE and DIRECT in your performance – how this work can focus and channel your energies and work.  If your beats do not have a simple, direct objective, then create one.  If you have scored your role already then dig deeper into how you’re going about fulfilling the task and intention.  Work your piece beat-by-beat – don’t fall into the trap of just running through the piece.  Explore levels and actions and tactics in each beat.


REHEARSAL TIME
After a little bit of individual rehearsal time, focus the students on their actions specifically: they can run through each beat but can only have one action for each beat.  While this may not be the way they perform their final scenes they should explore what this restriction does for their character and acting.
Worry about the ACTION, not the result!

After trying this out, have them go back to their piece and rehearse it “regularly” again.  Have them stop and consider the differences and work on making more specific, detailed choices in their acting.

CLOSURE
Have students stand in a circle and share one new discovery that they had in today’s rehearsal.  Encourage them to not be content to just rest where they are in the performance piece; to continually push themselves to go further and deeper and to raise the stakes for their character.  Next class period will be the last rehearsal day before final performances.

Lesson 10: 
Coaching Pieces

Objective:
Students will demonstrate their ability to analyze Stanislavsky’s acting system by peer coaching other students in justifying their acting choices.

Materials Needed:
None needed


HOOK
Have students pair up (either in scene partnerships or two monologue partners together) and sit knee to knee either on the floor or in chairs. Have them go through a couple beats of their piece just talking to one another but really focusing on communicating with their partner – look into their eyes, react to them, convince them, etc. (the monologists can take turns with beats)

Then have the students stand at least twenty feet apart from each other and do the same thing.  The person talking can’t move at all, the listener can move around and use each other and the class landscape as obstacles. Work through the obstacles in place here – you need to do everything you can to keep your objective clear and communication solid no matter where your partner is or what is in your way or between you.  

Discuss this after the exercise: What did this do for the scene?  What new insights did you gain into your text/character/objectives?


INDIVIDUAL PRACTICE
Have students apply this idea of obstacles to their pieces in a less literal way.  What is an obstacle that their character would realistically encounter?  Is it room conflict, a physical ailment, etc.?  Rehearse moments in their pieces where they really have to fight through the obstacles and the conflict that it presents.


GROUP COACHING IN JUSTIFICATION
Divide the class up into three groups (with three facilitators – one teacher and two appropriate students) and have each performance piece perform for the rest of the group.  They can choose any moment/beat to start in.  

The teacher and the rest of the students will ask questions in the moment of the performer(s) to “call them” on their work: Why did you say that?  What are you thinking here?  Who are you talking to?  Why did you move just then?  The performer should stop what they are doing and answer the question before returning to their piece.  They can explore new interpretations, actions, and such as they are coached.  The focus is NOT on directing the piece, but rather bringing up new ideas and questions that can help the actor further justify every choice they are making in their piece.  They must be able to answer every “why”. 

Divide the remaining class up so that each performance piece gets the chance to perform and be questioned/justify for the same amount of time.  It may only be that each piece works a couple beats or so, but they can apply the idea to the rest of their piece and self-question their work.


CLOSING
If time allows, have student go back to independent rehearsal where they can run through their piece solidly a time or two.  Remind students that they will be performing next class period.  Students can be graded on their work in the group coaching as both an actor and an audience member.


Lesson 11: 
Stan’s Performances

Objective:
Students will demonstrate their ability to apply Stanislavsky’s acting elements to their Shakespeare piece by performing their final monologue or scene.

Materials Needed:
Evaluation Sheets - Utah Shakespeare Festival High School Shakespeare Competition Ballots:
Monologues: https://static1.squarespace.com/static/543d9f0fe4b0f38ea78e8f45/t/555a4622e4b049f671d874a5/1431979554972/Buckingham+Actor+Mono.pdf
Scenes:
https://static1.squarespace.com/static/543d9f0fe4b0f38ea78e8f45/t/555e0ecae4b024df8cbe9845/1432227530233/Buckingham+Duo-Trio+Acting.pdf


HOOK
Have students stand in a large circle and warm up together.  Go around the circle and have each student lead the rest of the class in one warm-up move (either vocal, physical, stretch, etc.).

Give students 5-10 minutes to run through their piece, change into costume, gather props, etc.


PERFORMANCES
Have students perform their pieces and evaluate them based on the Utah Shakespeare Festival High School Competition ballots.

After each performance have three students each share one thing they loved about the performance.


REFLECTION
After everyone is done performing, have students pull out their writing journals and respond to their performance.  How do you feel you did in your final performance?  What would you change if you had the opportunity?  What are you most proud of? 

Gather everyone together and discuss how they felt about applying Stanislavsky’s work to Shakespeare’s writing – what worked for them?  What discoveries did they make in their own acting process?

Remind students that they are working to develop their own acting system, and Stanislavsky has some great tools to add to their toolbox that they can draw on later in future acting projects.
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“The most insignificant tension anywhere can paralyze 

the whole creative process.”

“Make muscle control part of your physical being.”
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Konstantin Stanislavsky



Russian Actor, Director in late 1800s-1938.



Created a system of acting



Started with OBSERVATION and IMPRESSIONS



Developed his own aesthetic feelings and taste



Wanted to find his true talent in his own way



Believed that ART is order and grace



Yearned to learn a CRAFT, not just play a role



System of two branches:



Practical exercises (work on self)



Analysis (work on role)



“One must give actors various paths.”
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1.

Physical – voice and body as expressive 

instruments

2.

Conceptual – analyze the script and recognize 

how your character fits in it

3.

Spiritual – be relaxed, centered, observe, focus, 

be aware and become the character
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“I saw that freedom of the body, relaxation of muscles 

and complete subordination of the entire physical 

apparatus to the actor’s will played an important role 

in promoting the creative mood.  Such discipline 

permits splendidly organized creative work which 

enables the actor to express freely with his body what 

his soul is feeling.”
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“The greatest obstacle in the artistic development of an 

actor is haste.”
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Creative state is when you are relaxed, playful, and 

non-judgmental –

Be playful, 

Be whole, 

Be open.


Microsoft_PowerPoint_Slide8.sldx






Creative state is when you are relaxed, playful, and non-judgmental – 

Be playful, 

Be whole, 

Be open.






























image9.emf
ROUND-THE-TABLE WORK = ANALYSIS

HOMEWORK THAT WILL GIVE YOU CONTEXT 

OF YOUR PLAY AND CHARACTER!

Shakespeare Meets Stanislavsky
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•

Get your journals/logs and a writing utensil, grab 

your script and homework notes, and put your 

personal belongings up against the wall, and find 

an open space in the front of the room where 

you can see the suitcase clearly. 

•

Sit down.

•

Put your journal and writing utensil nearby.

•

Be ready to come up to the suitcase as directed, 

pick something out of it and interact with it.  

Don’t think how you want to do this – just 

follow your impulses when you get there

.
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Actors have to ‘let go’ of their homework – they 

should ‘forget’ their preparation at the point when 

it has served its purpose. 
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“If our preparatory work is right, the results will 

take care of themselves.”
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Stanislavsky asked actors to think and behave as 

their characters would logically do in the 

circumstances of the play.
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Given Circumstances

•

Who

– relationship between your character and all the 

other characters important in the scene (whether 

physically present or not; a general and a specific 

relationship with each person)

•

Where

– two main aspects; physical environment and 

social environment

•

When

– facts plus the implications of manners, values, 

beliefs, etc.

•

What

– start with the antecedent (or “pre”) action: 

things that happened in the past that affect the present 

situation and then move into the main event of the 

scene.
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Who – relationship between your character and all the other characters important in the scene (whether physically present or not; a general and a specific relationship with each person)

Where – two main aspects; physical environment and social environment

When – facts plus the implications of manners, values, beliefs, etc.

What – start with the antecedent (or “pre”) action: things that happened in the past that affect the present situation and then move into the main event of the scene.
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Meets 

Stanislavsky

Given Circumstances lead 

to ACTION
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

Get your journals/logs and a writing 

utensil, grab your script and homework 

notes, and set them somewhere on the 

side of the room where you can access 

them quickly.



Find a partner (anyone in the room) and 

sit together in the open space.



Be ready to improvise with PLACE & TIME 

together.
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“The basis of all acting is the 

experience of ACTION in given 

circumstances.” 

Adler
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Script analysis brings the actor into 

action.
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The Acting Process



Put yourself into the circumstances of your 

character. 



Experience your character’s needs as if they 

were your own. 



Form objectives as your character and care 

about them as if they were your own.



Do the things the character does to achieve 

those objectives.



Explore the natural process of transformation 

(the Magic IF).
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The Acting Process

Put yourself into the circumstances of your character. 

Experience your character’s needs as if they were your own. 

Form objectives as your character and care about them as if they were your own.

Do the things the character does to achieve those objectives.

Explore the natural process of transformation                (the Magic IF).



















































































The Acting Process

R

CESREET = "






image21.emf
So start ACTING!



Pull out your script and start playing the 

ACTION of the piece using the given 

circumstances.  



Don’t set staging/blocking or set vocal 

patterns or body choices – just PLAY! 



Let the who, where, when, what affect 

your character and explore the 

possibilities.
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Pull out your script and start playing the ACTION of the piece using the given circumstances.  

Don’t set staging/blocking or set vocal patterns or body choices – just PLAY! 

Let the who, where, when, what affect your character and explore the possibilities.
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Make Your Actions Active!



Direct all actions toward your on-stage 

partner (or your invisible other)



Make them real and human



Choose actions you can believe in



Make them relevant to your character



Be specific and precise with your actions



Make them active and forward-moving
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More rehearsal….



Go back to your piece.  Rehearse your 

memorized eight lines using the given 

circumstances and actions.  



Grab a mono partner or scene pair and 

perform your eight lines for them.



Get feedback on your performance –

utilizing the GC and playing the active 

actions.
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More rehearsal….

Go back to your piece.  Rehearse your memorized eight lines using the given circumstances and actions.  

Grab a mono partner or scene pair and perform your eight lines for them.

Get feedback on your performance – utilizing the GC and playing the active actions.

















































































More rehearsal
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COMMUNICATION & SUBTEXT

SHAKESPEARE MEETS 

STANISLAVSKY
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Communication & Subtext

Shakespeare Meets Stanislavsky
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image25.emf
USE THE LANGUAGE

Playwrights are writing for YOU, the actor.  In a real 

way they are reaching deep inside your body and 

mind through the language of your character.
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Use the language







Playwrights are writing for YOU, the actor.  In a real way they are reaching deep inside your body and mind through the language of your character.















USE THE LANGUAGE
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MEASURE FOR MEASURE: CLAUDIO

Ay, but to die, and go we know not where;

To lie in cold obstruction and to rot;

This sensible warm motion to become

A kneaded clod; and the delighted spirit

To bathe in fiery floods, or to reside

In thrilling region of thick-ribbed ice;

To be imprison'd in the viewless winds,

And blown with restless violence round about

The pendent world; or to be worse than worst

Of those that lawless and incertain thought

Imagine howling: 'tis too horrible!
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Measure for Measure: Claudio

Ay, but to die, and go we know not where;
To lie in cold obstruction and to rot;
This sensible warm motion to become
A kneaded clod; and the delighted spirit
To bathe in fiery floods, or to reside
In thrilling region of thick-ribbed ice;
To be imprison'd in the viewless winds,
And blown with restless violence round about
The pendent world; or to be worse than worst
Of those that lawless and incertain thought
Imagine howling: 'tis too horrible!















MEASURE FOR MEASURE: CLAUDIO
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NOW YOU DO IT!

STEP ONE: Paraphrase for meaning

Take your piece and write a literal translation of it: 

•

Be sure you understand the meaning of each word

•

Be sure you understand any references the piece 

may make
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Now you do it!



STEP ONE: Paraphrase for meaning



Take your piece and write a literal translation of it: 

Be sure you understand the meaning of each word

Be sure you understand any references the piece may make















NOW Yo Do It
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

Get your journals/logs and a writing utensil, put 

your personal belongings up against the wall, and 

find an open space in the room. 



Lie down in your open space.  



Put your journal and writing utensil nearby.



Close your eyes and listen to the music and 

concentrate on breathing out (exhaling) two beats 

longer than you are breaking in (inhaling)
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NOW YOU DO IT!

STEP TWO: Paraphrase for subtext

Write a second, more personal paraphrase that 

expresses the subtext of the piece.
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Now you do it!



STEP TWO: Paraphrase for subtext



Write a second, more personal paraphrase that expresses the subtext of the piece.















NOW Yo Do It
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NOW YOU DO IT!

STEP THREE: Say them aloud

•

Sitting across from a partner, speak the literal 

paraphrase/translation

•

Then the subtextual paraphrase

•

And finally the original speech

Do you “own” the words of the character?  

Are you speaking real words instead of memorized 

lines?
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Now you do it!



STEP THREE: Say them aloud

Sitting across from a partner, speak the literal paraphrase/translation

Then the subtextual paraphrase

And finally the original speech



Do you “own” the words of the character?  

Are you speaking real words instead of memorized lines?















NOW Yo Do It
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REMEMBER….

The words you speak as the character are a residue 

of a complete state of being – the actor’s job is to re-

create the fullness of the character by restoring body 

and consciousness to this residue.
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The words you speak as the character are a residue of a complete state of being – the actor’s job is to re-create the fullness of the character by restoring body and consciousness to this residue.
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Get your journals/logs and a writing utensil, put your personal belongings up against the wall, and find an open space in the room. 

Lie down in your open space.  

Put your journal and writing utensil nearby.

Close your eyes and listen to the music and concentrate on breathing out (exhaling) two beats longer than you are breaking in (inhaling)
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Relaxation for the actor is when unnecessary tensions 

have been removed and the remaining energy is 

purposefully focused and the awareness is acute – a 

state in which you are most ready to react.  It is restful 

alertness.
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Relaxation for the actor is when unnecessary tensions have been removed and the remaining energy is purposefully focused and the awareness is acute – a state in which you are most ready to react.  It is restful alertness.






























