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Unit Title: Stanislavski

Focus of the Unit: How can we employ our knowledge of acting theory to understand Stanislavski’s
system and its application to our own scenes?

Overarching Unit Objective(s) Summative Assessment Strategy(ies)
Content Objective: Students will be able to Performance Tasks: Final Scene Performances
perform contemporary scenes using
Stanislavski’'s System. Criteria: Effective use of objectives, tactics,

beats, given circumstances, the magic-if,
concepts of character, circles of attention, and
truthfulness/’being” in the scene.

Documentation: Rubric with teacher comments

Language-based Objective: Students will be Performance Tasks: Score script, Script
able to analyze text and performance using Analysis Worksheet, Technique Feedback Form
Stanislavski’'s System. for their peers’ scenes.

Criteria: Accurate and completed script scoring,
completed Final Stan-the-Man Scenes?,
demonstrated understanding of the definition of
Stanislavski’'s terms (in other people’s work as
well as their own).

Documentation: Final Stan-the-Man Scenes?,
Scored Script, Feedback Form

A. Relevant Learning Standards:
Relevant New York State Standards for the Arts:

TH Pr. 4: Analyze, interpret and select artistic work for presentation.
1. The essence of theater is storytelling.
a. HSIb. Shape character choices by using given circumstances in a drama or theater work.

TH Cn. 11. Relate artistic ideas and works with societal, cultural and historical context to deepen
understanding
2. Theater artists critically inquire into the ways others have thought about and created theatrical
processes and productions to inform their own work.
a. HSla. Research how theater artists apply creative processes to tell stories.

Relevant Common Core ELA Learning Standards:

NYS Common Core ELA 11th/12th Grade Reading / Responding to Literature
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11. Interpret, analyze, and evaluate narratives, poetry, and drama, aesthetically and philosophically
by making connections to: other texts, ideas, cultural perspectives, eras, personal events, and
situations.

NYS Common Core ELA 11th/12th Grade Speaking and Listening / Comprehension and
Collaboration
1. Initiate and participate effectively in a range of collaborative discussions (one-on-one, in groups,
and teacher-led) with diverse partners on grades 11-12 topics, texts, and issues, building on
others’ ideas and expressing their own clearly and persuasively.

a. Come to discussions prepared, having read and researched material under study;
explicitly draw on that preparation by referring to evidence from texts and other research
on the topic or issue to stimulate a thoughtful, well-reasoned exchange of ideas.

b. Propel conversations by posing and responding to questions that probe reasoning and
evidence; ensure a hearing for a full range of positions on a topic or issue; clarify, verify,
or challenge ideas and conclusions; and promote divergent and creative perspectives

B. Context for Learning:
Audience:

11th-12th grade, Drama 1 A or Drama 1 B — depending on the semester, and urban demographic with a
number of ELLs and students with special needs, so lessons must be appropriately modified based on
student need.

Modifications:

- Learning Disability (1): Multi-step directions need to be broken down into individual steps, needs
verbal explanation of written instructions

- Speech and Language and Learning Disability (1): Speech and Language therapy, visual aids,
scaffolding, redirection, prompting, kinesthetic components to the lesson

- Students who read or write in English below grade level (2): Pre-teach keywords and phrases
through examples and graphic organizers (e.g., word cluster, manipulatives, visuals). Have
students use pre-taught keywords and graphic organizers to complete sentence starters

- Gifted and Talented Students (2): Provide extension opportunities for individual assignments and
activities; provide opportunities for peer leadership and assisting other students; heterogeneous
ability grouping

Previous Knowledge:
Students must be able to memorize, interpret, read, and perform dramatic text, participate in group

discussion, present group research to the class, and physically and vocally participate in theatrical
exercises. Students should have had at least some experience acting before this.
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Lesson #1 of 7: Stanislavski, his Predecessors, and his Successors

Focus Question: Who is Stanislavski, what is the Moscow Art Theater, the Group Theater, and what
were the circumstances that led to naturalism in acting?

Lesson Objectives Assessment Strategy(ies)

Content Objective: Students will research Performance Tasks: Students will present a
how theatre artists of the 20th century apply different part of Stanislavski’s history in groups.
creative processes to tell stories.
Criteria: Accurate description of either
Presentationalism to Naturalism (1), Stanislavski’s
career (2), Meyerhold and Grotowski (3),
Vakhtangov and Strasberg (4), The Moscow Art
Theatre and the Chekhvs (5), The Group Theatre
(6), Meisner, and Adler (7).

Documentation: Brief Notes; Powerpoint or Prezi
Presentation.

Language-Based Objective: Students will Performance Tasks: Group discussion, The Chair
discuss their first impressions of Stanislavski Game, Class Family Acting Tree/Timeline

and what “good acting” is.
Criteria: Relevant discussion participation,
evaluating Stanislavski and acting in their own
opinions, participation in Family Tree

Documentation: Stanislavski’s History
Worksheet', Class Family Acting Tree?

Related Standards:

TH Cn. 11. Relate artistic ideas and works with societal, cultural and historical context to deepen
understanding
3. Theater artists critically inquire into the ways others have thought about and created theatrical
processes and productions to inform their own work.
a. HSla. Research how theater artists apply creative processes to tell stories.

Modifications Relevant to the Lesson:

- Learning Disability (1): Multi-step directions need to be broken down into individual steps, needs
verbal explanation of written instructions

- Speech and Language and Learning Disability (1): Speech and Language therapy, visual aids,

scaffolding, redirection, prompting, kinesthetic components to the lesson
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- Students who read or write in English below grade level (2): Pre-teach key words and phrases
through examples and graphic organizers (e.g., word cluster, manipulatives, visuals). Have

students use pre-taught key words and graphic organizers to complete sentence starters

- Gifted and Talented Students (2): Provide extension opportunities for individual assignments and
activities; provide opportunities for peer leadership and assisting other students; heterogeneous
ability grouping

Spatial Organization: The room will initially be set up with chairs to the walls of the room, later the
students will sit on the floor and we will utilize one chair. Transition into students using either chairs or the
floor (whichever they prefer) for group research, transition into chairs facing projector for presentations
and remain that way till the end of class.

Materials Needed: Projector, chair.

Procedures

Before Bell: Music playlist, find circle.

1.

Warm Up: Pass the Breath: Students circle up, teacher begins by inhaling energy, then passing on
an exhale across the circle. The next person repeats, and so on, increasing in speed and physical
involvement (encouraging the use of the whole body)-- “Begin to unglue your feet,” “Bigger and
faster.” Encourage more connection and creativity in types of breath being passed, such as through
an imaginary straw of your fingers, with one arm, with a kick, etc.
a. What made this game easier? Harder? Why? How does this apply to connecting to a
partner in a scene? To sending action? (5 mins)
Chair Game: Ask one volunteer to sit in a chair while the rest of the class makes an audience.
Whisper in their ear or bring them to the side with the direction to “do nothing.” Have the students
watch the “performance” and give feedback on what they think they saw. Ask another volunteer to sit
in the chair, secretly ask them to “show us what it looks like to just sit.” Ask for a third volunteer,
secretly give them the direction to count the dots on the wall behind them (relative to the classroom).
Repeat the discussion process, reveal the direction for each student, then ask the larger questions:
a. Which version was more interesting? More believable? Most effective? Why? Why do we
think doing something is interesting, and why do we see so many different interpretations
of that?
b. Transition to why Stanislavski is important, what he began to theorize about acting (Mini
Lecture) (15 mins)
Group Research: Have students count off by 7, assigning them to corresponding groups:
Presentationalism to Naturalism (1), Stanislavski’s career (2), Meyerhold and Grotowski (3),
Vakhtangov and Strasberg (4), The Moscow Art Theatre and the Chekhvs (5), The Group Theatre (6),
Meisner, and Adler (7) in different areas of the room. Hand out Stanislavski’s History Worksheet'
and classroom iPads, or personal laptop computers, Make rounds around the room encouraging
discussion/research, asking guiding questions, or answering any questions students might have. (20
mins)
Group Presentations: Bring students back to the whole class, making sure the projector is already
set up. Have students present in the number order of their group, limiting them to 3-5 mins per group.
Check if corresponding questions were answered. (35 mins)
Group Acting Family Tree: Establish a blank Class Family Acting Tree? poster on the board, ask
students to elect a scribe from their group to fill in the blanks (have two copies in case anything is
wrong). Ask other students to come up to the board if they feel they have any additions or corrections.
Debrief on the final tree.
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a. Transitional debrief: Why do we think acting theory looks so different across time? How
does art change from person to person? (5 mins)

6. Group Discussion: Why do we think Stanislavski was so influential? Do we like realistic forms of
acting? Why? Why not? What is “good” acting? What is “bad” acting? What is so important about this
dead white guy? Why is Western acting theory considered so original and innovative? Is there a right
way to do acting? Are any of these techniques harmful? Who got it the most right? Which technique
speaks the most to you? Are these forms really that different? How are they the same? What is the
unifying theme of Stanislavski to the rest of these forms? (8 mins)

7. Wrap Up: Explain how we will apply Stanislavski to our own scenes, explain homework, and handout
Final Stan-the-Man Scenes? and rubric for final scene presentations. Post assigned partners that
afternoon if students would rather me choose. Final breath and gesture. (2 mins)

Homework: Select partner and choose a scene off of the Final Stan-the-Man Scenes?, email choices

(scenes are pre-cut students will decide who they would like to play and from which play). Begin reading

the play from the scene you choose.

Extension: Write a short paragraph on an actor you admire and what acting technique(s) you think they

employ. Contrast or compare it to Stanislavski’s main theories about acting technique.
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Lesson #2 of 7: Objectives, Action (Tactics), and Beats

Focus Question: What are Objectives, Actions, Beats, and Obstacles, and how do we apply them to our
acting choices?

Lesson Objectives

Assessment Strategy(ies)

Content Objective: Students will be able to
apply playing an objective and tactics to an
informal, pre-textual state.

Performance Tasks: Hunter-Hunted, You Know?

Criteria: Active participation and employment fo in
Hunter-hunted

Documentation: Brief Notes

Language-Based Objective: Students will be
able to employ script scoring using
Stanislavski’s basic templates of Objective,
Action, and Beats.

Performance Tasks: Mini-Lecture, Group Scoring,
Scene Rehearsal (Partner scoring).

Criteria: Begin scoring Objective, Action, Beats,
and identifying obstacles.

Documentation: Brief Notes

Related Standards:

TH Pr. 4: Analyze, interpret and select artistic work for presentation.

2. The essence of theater is storytelling.

b. HSIb. Shape character choices by using given circumstances in a drama or theater work.

TH Cn. 11. Relate artistic ideas and works with societal, cultural and historical context to deepen

understanding

4. Theater artists critically inquire into the ways others have thought about and created theatrical
processes and productions to inform their own work.
a. HSla. Research how theater artists apply creative processes to tell stories.

Modifications Relevant to the Lesson:

- Learning Disability (1): Multi-step directions need to be broken down into individual steps, needs

verbal explanation of written instructions

- Speech and Language and Learning Disability (1): Speech and Language therapy, visual aids,
scaffolding, redirection, prompting, kinesthetic components to the lesson

- Students who read or write in English below grade level (2): Pre-teach key words and phrases
through examples and graphic organizers (e.g., word cluster, manipulatives, visuals). Have
students use pre-taught key words and graphic organizers to complete sentence starters

- Gifted and Talented Students (2): Provide extension opportunities for individual assignments and
activities; provide opportunities for peer leadership and assisting other students; heterogeneous

ability grouping
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Spatial Organization: Circle without chairs for first half of class, transition to desks for the Mini-Lecture
and group scoring, expand around the room for scene rehearsal, Form an audience for Group Share.

Materials Needed: Two blindfolds, two pool noodles, three chairs, projector, Objective Presentation*
Procedures

Before Bell: Music playlist, find seats.

1. Pair Share Review: Students will turn to partner next to them and share what we did last class, after
some discussion, a few students will share with the class what they discussed. (5 mins)

2. Vocal/Physical Warm-Up: The Drop Down

a. Have students roll down in their own time, vertebrae by vertebrae, stopping and
gently shaking or twisting at the sticky spots

Once at the bottom rag doll to the right and left, shake head yes and no

Roll up one vertebra at a time, repeating with sticky spots

Once at the top check-in with center, play with balance in toes or heels, R/L

Repeat drop-down with exhales on “HUH” (Or full breaths)

Tongue stretch, massage jaw, buccinators

Inhale/Hold/Exhale on 4, 6, 8 count

Inhale/Hold/Hum on 4, 6, 8 count

Student volunteer stretch

Student volunteer tongue twister

Physical shakeout (8, 6, 4, 2 1) (10 mins)

3. Hunter-Hunted: Students will stay in a circle, the teacher will ask for two volunteers. Both will be
blindfolded. The surrounding students will act as gentle guides in the circle and will stomp/make noise
as they place two pool noodles and a chair somewhere in the circle, their job is to protect the two
center volunteers from running into anything or leaving the circle. Once the noodles are placed the
teacher will say, “The Weapon has been placed,” and the first part of the game will commence. The
volunteers must “play to win,” using all the tactics they can to find a noodle in the circle. Once
someone finds the noodle, the teacher will say, “The Weapon has been found,” and their objectives
change— whoever has found it becomes the Hunter, whose primary goal is to (gently) hit the Hunter
with the pool noodle. The Hunted’s goal is to find safety, by sitting in the chair placed somewhere in
the circle. Whoever completes either of these jobs first is the winner. A few rounds will be played, with
intermittent debriefing and questions like:

a. What are their primary goals? What are they doing to achieve those goals?
Which tactics are most effective? How do you guys feel— did you decide to show
us those emotions or did you just feel them as a result of the game? What made
you invested in the circumstances of the game? Did the volunteers have to
produce any emotions to make you invested in the game?

b. Transition: Wanting, or having an objective, is a way Stanislavski found we could
not only be more truthful under imaginary circumstances, but actually identity, or
“become” a character. He found that if actors actively pursued something
onstage, it was far more effective and believable than them showing or telling us
what they were doing/feeling. (20 mins)

4. Mini-Lecture/Discussion: Short PowerPoint, Objective Presentation* (Super and Immediate),
Tactics, Beats, and Obstacles. Using quotes from An Actor Prepares as well as other resources.
Connecting back to the Hunter-Hunted game intermittently, as well as the discoveries from last class.

T S@meoo0vT
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Bring in community-based real-life situations— what do you want and can you want in different
physical spaces of your life? (15 mins)

5. Group Scoring: The whole class will work through scoring an example scene from Proof by David
Auburn. We will score through the projector. (10 mins)

6. Scene Rehearsal, First read-through: Students will pair off in their scene groups, doing a
read-through of their scenes and drafting an Objective, a list of actions, marking their beats, and
identifying their obstacles. Tell them to do at least one read-through sitting, at least one sitting and
one standing.

a. What do you think your Objective, tactics, obstacle, and beats are— the same as
your partner? (17 mins)

7. Group Share/You Know?: Some groups will share what they thought their Objectives, etc. might be.
Bring one group on their feet with the first four-lines of their scene, sitting in chairs across from each
other. Say line with “You know?” Side-coaching:

a. Breathe in the other person. What do you want from them? How will you get it?
Go. Try something else, that isn’t working. (10 mins)

8. Wrap Up: Assign homework, give memorization tips, ask students for any final thoughts or questions
regarding their scenes, final class breathe/gesture. (3 mins)

Homework: Begin memorizing scenes, revise objective analysis, read the other half of your play.

Extension: Read all of your play and start thinking about what “Given Circumstances” might mean in

regards to your play.
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Lesson #3 of 7: Given Circumstances, The “Magic If,” and Emotional Memory

Focus Question: What are Given Circumstances, The “Magic If,” and Emotional Memory, and how do we
apply these concepts to our acting choices?

Lesson Objectives Assessment Strategy(ies)

Content Objective: Students will be able to Performance Tasks: Physical Walk-Around, Group

apply the concept of Given Circumstances Rehearsals, Mini-Lecture, You Know?
and the Magic-If to acting choices in their
scene. Criteria: Analysis of their text for Given

Circumstances, active imaginative participation in
exercise and discussion

Documentation: Brief Notes, Part of Final
Stan-the-Man Scenes?® worksheet

Language-Based Objective: Students will be | Performance Tasks: Mini-Lecture and Discussion,
able to describe Given Circumstances, Emotional Memory Exercise

Stakes, The Magic If, and Emotional Memory.
Criteria: Accurate discussion of scene analysis,
active participation in the discussion.

Documentation: Brief Notes

Affective Objective (optional): Students will | Performance Tasks: Emotional Memory Exercise
be able to connect concepts of the Magic-if
and Emotional Memory to the social-emotional | Criteria: Participation in exercise and
circumstances within their own life. post-discussion, making active connections to their
own scene-work.

Documentation: Brief Notes

Related Standards:

TH Pr. 4: Analyze, interpret and select artistic work for presentation.
3. The essence of theater is storytelling.
b. HSIb. Shape character choices by using given circumstances in a drama or theater work.

TH Cn. 11. Relate artistic ideas and works with societal, cultural and historical context to deepen
understanding
5. Theater artists critically inquire into the ways others have thought about and created theatrical
processes and productions to inform their own work.
a. HSla. Research how theater artists apply creative processes to tell stories.
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Modifications Relevant to the Lesson:
- Learning Disability (1): Multi-step directions need to be broken down into individual steps, needs

verbal explanation of written instructions

- Speech and Language and Learning Disability (1): Speech and Language therapy, visual aids,
scaffolding, redirection, prompting, kinesthetic components to the lesson

- Students who read or write in English below grade level (2): Pre-teach key words and phrases
through examples and graphic organizers (e.g., word cluster, manipulatives, visuals). Have
students use pre-taught key words and graphic organizers to complete sentence starters

- Gifted and Talented Students (2): Provide extension opportunities for individual assignments and
activities; provide opportunities for peer leadership and assisting other students; heterogeneous
ability grouping

Spatial Organization: Circle up with open space, chair circle for Mini-Lecture, open space for group
rehearsals, a final audience with desks for group share and wrap up.

Materials Needed: Chairs, PowerPoint, The Magic ‘If,’ and Emotional Memory Quotes®
Procedures

Before Bell: Music, journal about yesterday’s class with question: “What do we feel is useful about

Objectives and tactics? Where do we see these in real life?

1. Warm Up: Pass the Breath: Students circle up, teacher begins by inhaling energy, then passing
on an exhale across the circle. The next person repeats, and so on, increasing in speed and
physical involvement (encouraging the use of the whole body)-- “Begin to unglue your feet,”
“Bigger and faster.” Encourage more connection and creativity in types of breath being passed,
such as through an imaginary straw of your fingers, with one arm, with a kick, etc.

a. What made this game easier? Harder? Why? How does this apply to connecting to a
partner in a scene? To sending action and objective? (3 mins)

2. Physical Walk-Around: Have students walk around the space, encouraging them to fill in the
negative space. Give them the following circumstances, with the language it’s as if, and see how
they affect their walking:

You're late for your next class, you have 10 minutes to find the room

The same as above, but you have two minutes

It's a beautiful day, you're strolling through a green corner of the street

You're walking with your best friends

You're walking through molasses/peanut butter

You’re walking through your neighborhood and block

It's pitch black outside

You’re walking through ice

It's 1000 B.C.E

Your favorite song is blasting

Student volunteered phrases (15 mins)

3. Group Discussion: Given Circumstances: In small groups to peers nearby discuss: How do
these different physical and environmental circumstances affect your walk? Time constraints?
What was given to you and what was imagined/interpreted? How would the environment in your
own scenes shape how the beginning, middle, and end of your scene play out? (3 mins)

4. Emotional Memory Exercise: Students circle up, close their eyes. Take them through what they
feel is the strongest emotional time of their life, ask them where they feel the emotion physically in
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their body. Start from 1-10 in intensity, then back down in intensity. Then ask if they can recall that
emotion through what it physically felt like, again counting from 1-10 and down. After the
exercise, have a short discussion:

a. Stella Adler says recalling emotional experiences onstage is like digging into the same
wound. Some students might find certain social expectations that demand them to hide
their emotions to not appear threatening or emotional. Stanislavski’s technique requires
emotional recall— some debate how to develop or involve that substitution. How can we
feel the emotions of our scene that we might not feel in the moment or identify with? How
can we laugh at something every night when we know what the joke might be? “Cry on
cue?” Feel scared when you know it's coming? What is an emotion in your scene that you
have a hard time expressing at the moment? In your own life? Do you think the world
around you ever tells you how to feel? (13 mins)

5. Mini-Lecture: Given Circumstances (Including Stakes), The Magic ‘If,” and Emotional
Memory: Using the board, will explain and define the Magic If, Given Circumstances, as well as
Emotional Memory. We will then endow it in Stanislavski’s words, using Given Circumstances
The Magic ‘If,” and Emotional Memory Quotes® from An Actor Prepares and other successors.

a. Give direction for rehearsals, asking students to create a preliminary physical space (set)
and apply both the objective work and given circumstances to their scene. (7 mins)

6. Group Rehearsals: Students will rehearse with their scene partner, taking into account the given
circumstances of their scene and filling out a draft of the first three questions and the Magic-If on
the Final Stan-the-Man. Will walk around and check in with groups during time. (40 mins)

7. Group Share/You Know?: Debrief on how the rehearsals went, some students sharing what
adding given circumstances did to their scene. Bring another group up to practice the first few
lines of their scene with the “You Know?’ game, this time allowing them to bring the scene up on
their feet. (7 mins)

a. Breathe in the other person. What do you want from them? How will you get it? Go. Try
something else, that isn’t working.

8. Wrap Up: Assign homework, answer any remaining questions, group gesture/breath to close. (3
mins)

Homework: Continue memorizing scenes, finish reading the play if you haven’t. Draw a rough sketch of
your scene’s environment in real life, then as a set (or discuss/communicate your ideas with your partner).
Extension: Research the time and place of your scene more extensively. Draw the set for another
significant moment of your play.
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Lesson #4 of 7: The Inner and Outer Life of the Character

Focus Question: How do we approach a character according to Stanislavski?

Lesson Objectives Assessment Strategy(ies)

Content Objective: Students will be able to Performance Tasks: Character Dance, Scene
physically explore the inner and outer life of Rehearsal

their characters.
Criteria: Creative and active participation, active
discussion about character with scene partner

Documentation: Brief Notes.

Language-Based Objective: Students will be | Performance Tasks: Scene Rehearsal,
able to analyze text for clues about their Inner/Outer Example

character using Stanislavski’'s technique.
Criteria: Active discussion and analysis with scene
partner, active participation in class discussion

Documentation: Brief Notes, Final Stan-the-Man
Scenes?®

Related Standards:

TH Pr. 4: Analyze, interpret and select artistic work for presentation.
4. The essence of theater is storytelling.
b. HSIb. Shape character choices by using given circumstances in a drama or theater work.

Modifications Relevant to the Lesson:

- Learning Disability (1): Multi-step directions need to be broken down into individual steps, needs
verbal explanation of written instructions

- Speech and Language and Learning Disability (1): Speech and Language therapy, visual aids,
scaffolding, redirection, prompting, kinesthetic components to the lesson

- nts who r r write in English below gr. level (2): Pre-teach key words and phrases
through examples and graphic organizers (e.g., word cluster, manipulatives, visuals). Have
students use pre-taught key words and graphic organizers to complete sentence starters

- Gifted and Talented Students (2): Provide extension opportunities for individual assignments and
activities; provide opportunities for peer leadership and assisting other students; heterogeneous
ability grouping

Spatial Organization: Chairs/desks for group discussion and wrap up

Materials Needed: Speaker, chairs, projector, Character PowerPoint®
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Procedures

Before Bell: Music, meet me in a circle

1. Pair Share Review: Students will turn to partner next to them and share what we did last class,
after some discussion, a few students will share with the class what they discussed. (3 mins)

2. Vocal/Physical Warm-Up: The Drop Down

a. Have students roll down in their own time, vertebrae by vertebrae, stopping and gently
shaking or twisting at the sticky spots
Once at the bottom rag doll to the right and left, shake head yes and no
Roll up one vertebra at a time, repeating with sticky spots
Once at the top check-in with center, play with balance in toes or heels, R/L
Repeat drop-down with exhales on “HUH” (Or full breaths)
Tongue stretch, massage jaw, buccinators
Inhale/Hold/Exhale on 4, 6, 8 count
Inhale/Hold/Hum on 4, 6, 8 count
Student volunteer stretch
Student volunteer tongue twister
Physical shakeout (8, 6, 4, 2 1) (5 mins)

3. Character Dance: Have students find their own space in the room, on their backs. Have them
imagine their character, hovering above them: What do they look like? How are they looking at
you? What are they going through right now? Most importantly: What do they want, and how will
they get it? Allow their character to float down into them, and then stand up as their character.
Allow them to walk around the space, alone at first. Later, allow them to interact with other
characters. Then, have them find stillness. Turn off the lights, play a few songs, imagining that
their character is in their bedroom and can dance like no one is watching. (15 mins)

4. Group Discussion and Outside/Inside Examples: Have a short discussion about the previous
exercise: What made you feel the most like your character? Was it easier to access your
character from recalling familiar emotions, like last class, or physically inhabiting their walk/dance,
like this class? What if we could balance both? How can this help influence your blocking
choices?

a. Give the example of Kostya in Stanislavski’s Building a Character (using a Character
PowerPoint’ for a short presentation) and his struggle with character. Then contrast
Daniel Day Lewis in Lincoln with — ask about how they approach character differently.
Give short instruction for scene rehearsals, focusing on character and physical
movement to motivate blocking. (7 mins)

5. Scene Rehearsal (43 mins): Work on running the scene, focusing on character. Allow for time to
blocking choices to fully cement and scripts to start leaving hands almost completely.

6. Group Share: Have students share what they discovered, one scene coming up to share the
work they’ve done so for on their feet so far (the first half of their scene; if they would rather go
back to the “You Know?’ exercise if more useful, allow that option as well.) (15 mins)

7. Wrap Up: Assign homework, answer any remaining questions, group gesture/breath to close. (2
mins)

Homework: Be off-book for your scene by the next class. Continue thinking about character.
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Lesson #5 of 7: The Through-Line and Circles of Attention

Focus Question: What are Circles of Attention and the Through-Line and how do we apply them to our
acting choices?

Lesson Objectives Assessment Strategy(ies)

Content Objective: Students will be able to Performance Tasks: Circle of Attention Imagery,
apply the concepts of Circles of Attention and | Throughline Demo, Scene Rehearsal

the Throughline to acting choices in their
scene. Criteria: Thoughtful and active participation in the
above tasks

Documentation: Brief Notes

Language-Based Objective: Students will be | Performance Tasks: Scene Rehearsal
able to analyze their scene and the larger play
using the Through-Line and Circles of Criteria: Thoughtful analysis and discussion of the
Attention. throughline of their characters, active attempts at
circles of attention in their scene rehearsal

Documentation: Brief Notes, Final Stan-the-Man
Scenes?®

Related Standards:

TH Pr. 4: Analyze, interpret and select artistic work for presentation.
5. The essence of theater is storytelling.
c. HSIb. Shape character choices by using given circumstances in a drama or theater work.

Modifications Relevant to the Lesson:

- Learning Disability (1): Multi-step directions need to be broken down into individual steps, needs
verbal explanation of written instructions

- Speech and Language and Learning Disability (1): Speech and Language therapy, visual aids,
scaffolding, redirection, prompting, kinesthetic components to the lesson

- Students who read or write in English below grade level (2): Pre-teach key words and phrases
through examples and graphic organizers (e.g., word cluster, manipulatives, visuals). Have
students use pre-taught key words and graphic organizers to complete sentence starters

- Gifted and Talented Students (2): Provide extension opportunities for individual assignments and
activities; provide opportunities for peer leadership and assisting other students; heterogeneous
ability grouping

Spatial Organization: Open space for the first half of class (imagery exercise, warm up, vocal jam, and
scene rehearsal), and chairs/desks in an audience for group discussion, demo, and wrap up
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Materials Needed: Chairs/desks, Through-line Passage’

Procedures

Before Bell: Music, chat with a partner about the question: “What are the essential five adjectives
you would use to describe your character?”

1.

Warm Up: Pass the Breath: Students circle up, teacher begins by inhaling energy, then passing
on an exhale across the circle. The next person repeats, and so on, increasing in speed and
physical involvement (encouraging the use of the whole body)-- “Begin to unglue your feet,”
“Bigger and faster.” Encourage more connection and creativity in types of breath being passed,
such as through an imaginary straw of your fingers, with one arm, with a kick, etc.

a. What made this game easier? Harder? Why? How does this apply to connecting to a

partner in a scene? To sending action and objective? (3 mins)
Vocal Jam: Students are arranged in a circle. The first round, the teacher begins by introducing a
vocal or percussive choice. The rest of the students join in, one by one. Once everyone is
participating, the teacher encourages students to speed up, slow down, get louder, quieter, and
then end. Play as many rounds as time allows, different students beginning the exercise in later
rounds. (5 mins)
Circles of Attention Imagery: Allow students to find their own space on the floor, laying down.
After a series of deep breaths, lead them through the following exercise: Imagine the space just
between your pointer finger and your middle finger, imagine a ball of light in that space. Now
imagine it expanding to induce your whole hand, so the circle is focused there. Now imagine the
light expanding to include your whole arm, your whole upper body, your whole body, half of the
room, the hallway, the floor, the school, the parking lot. Tlll all these spaces are filled with the ball
of light. See if you can focus on the first circle of attention, between your fingers, and a middle
one, like this whole floor at the same time. See if you can also focus on a third circle of attention.

a. Debrief: How did this exercise feel? Was it hard to focus on three circles at once? What

was easiest to focus on? How does this apply to our scene work?

b. Readout passage from Stanislavski on Circles of Attention. (10 mins)

Through-line and Circle of Attention discussion/Demo: Talk a bit about how Circle of
Attention might be useful in our scene work. Readout Through-line Passage’, connecting it to
the idea of focus throughout the entire play. Ask one student pairing to volunteer to demo a
portion of their scene. Ask them to do it focusing just on their space, then on themselves, then on
the other— then side-coach to create a balance between all the circles of attention. Bring them
back and discuss what their super-objectives might be if they did the full play, asking the other
students to think about the same things in their own scene.

a. End with directions to focus on these ideas in their following scene rehearsal (15 mins)
Scene Rehearsal: Students rehearse their scenes, keeping in mind their Through-line and Circle
of Attention (45 mins)

Group Share: Have students share what they discovered, one scene coming up to share the
work they’ve done so for on their feet so far (the first half of their scene; if they would rather go
back to the “You Know?’ exercise if more useful, allow that option as well.) (15 mins)

Wrap Up: Assign homework, answer any remaining questions, group gesture/breath to close. (2
mins)

Homework: Find time to contact your partner via Facetime or after-school to run your scene focusing on
one of the main terms from Stanislavski that we’ve reviewed and thinking of what you might wear for final
scene presentations (optional). Finish a final set drawing.
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Lesson #6 of 7: Mind, Will, and Feeling: Acting is Being

Focus Question:

Lesson Objectives Assessment Strategy(ies)

Drama-based Objective: Students will Performance Tasks: Mini-Debate, Scene
interpret the concept of truthfulness/being Rehearsal

according to Stanislavski’s System.
Criteria: Participation in mini-debate, thoughtful
discussion and respect/listening for peer ideas

Documentation: Brief Notes.

Language-Based Objective: Students will Performance Tasks: Scene Rehearsal, Group
combine all of Stanislavski’s tools of analysis Share

to complete a final analysis of their scene.
Criteria: Students thoughtfully collaborating to
finish their final scene analysis, applying language
from their analysis to their scene rehearsal

Documentation: Final Stan-the-Man Scenes

Related Standards:

TH Cn. 11. Relate artistic ideas and works with societal, cultural and historical context to deepen
understanding
6. Theater artists critically inquire into the ways others have thought about and created theatrical
processes and productions to inform their own work.
a. HSla. Research how theater artists apply creative processes to tell stories.

Modifications Relevant to the Lesson:

- Learning Disability (1): Multi-step directions need to be broken down into individual steps, needs
verbal explanation of written instructions

- Speech and Language and Learning Disability (1): Speech and Language therapy, visual aids,
scaffolding, redirection, prompting, kinesthetic components to the lesson

- Students who read or write in English below grade level (2): Pre-teach key words and phrases
through examples and graphic organizers (e.g., word cluster, manipulatives, visuals). Have
students use pre-taught key words and graphic organizers to complete sentence starters

- Gifted and Talented Students (2): Provide extension opportunities for individual assignments and
activities; provide opportunities for peer leadership and assisting other students; heterogeneous
ability grouping
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Spatial Organization: Open space for the first half of class (imagery exercise, warm-up, vocal jam, and
scene rehearsal), and chairs/desks in an audience for group discussion, demo, and wrap up

Materials Needed: Chairs/Tables for sets, Stanislavski’s ideas on “acting as being.”®

Procedures

Before Bell: Music, find a circle
1. Pair Share Review: Students will turn to partner next to them and share what we did last class,
after some discussion, a few students will share with the class what they discussed. (5 mins)
2. Vocal/Physical Warm-Up: The Drop Down

a.

X S@meoo0vT

Have students roll down in their own time, vertebrae by vertebrae, stopping and gently
shaking or twisting at the sticky spots

Once at the bottom rag doll to the right and left, shake head yes and no
Roll up one vertebra at a time, repeating with sticky spots

Once at the top check-in with center, play with balance in toes or heels, R/L
Repeat drop-down with exhales on “HUH” (Or full breaths)

Tongue stretch, massage jaw, buccinators

Inhale/Hold/Exhale on 4, 6, 8 count

Inhale/Hold/Hum on 4, 6, 8 count

Student volunteer stretch

Student volunteer tongue twister

Physical shakeout (8, 6, 4, 2 1) (5 mins)

3. Mini-Debate: Stanislavski: Read a passage regarding Stanislavski’s ideas on “acting as
being.”® Ask students to stand on different sides of the room to agree, in the middle, or disagree
with the following, ask a few students to share why after each round.

T T S@mPo0Tw

The most important thing for an actor is to be good at showing emotion.
Stanislavski was essential to the revolution of acting.

Realistic acting is the best type of acting.

Acting is ‘being’

Acting is ‘doing’

Acting is living truthfully under imaginary circumstances.

Acting is entertainment.

Stanislavski’s technique was meant to be different for everyone.

No one got Stanislavski’s technique right.

Generality is the enemy of art.

Western Acting Theory is the most important type of theory. (13 mins)

4. Scene Rehearsal: Send students into scene rehearsal, focusing on the idea of bringing all the
concepts of the technique together, along with focusing on (55 mins)

5. Group Share: Have students share what they discovered, one scene coming up to share the
work they’ve done so for on their feet so far (the first half of their scene; if they would rather go
back to the “You Know?’ exercise if more useful, allow that option as well.) (10 mins)

6. Wrap Up: Assign any last changes for analysis and scoring for tomorrow. Go over how
performance order and “on-deck” system will work. (2 mins)
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Lesson #7 of 7: Final Scene Presentations

Focus Question:

Lesson Objectives

Assessment Strategy(ies)

Content Objective: Students will be able to
perform final contemporary scene selections
using Stanislavski’s System.

Performance Tasks: Final Scene Performances

Criteria: Effective use of objectives, tactics, beats,
given circumstances, the magic-if, concepts of
character, circles of attention, and
truthfulness/”’being” in the scene.

Documentation: Rubric with teacher comments

Language-Based Objective: Students will be
able to analyze text and performance using
Stanislavski's System.

Performance Tasks: Score script, Script Analysis
Worksheet, Technique Feedback Form for their
peers’ scenes.

Criteria: Accurate and completed script scoring,
completed Final Stan-the-Man Scenes?,
demonstrated understanding of the definition of
Stanislavski’s terms (and in other people’s work as
well as their own).

Documentation: Final Stan-the-Man Scenes?,
Scored Script, Feedback Form’

Affective Objective (optional): Students will
be able to support the work of their peers in
the context of the ensemble.

Performance Tasks: Final Scene Performance,
Ending Reflection

Criteria: Thoughtful and completed responses to
peers’ scene work, attentive respect to other
scenes as good audience members (the golden
rule)

Documentation: Feedback Form®

Related Standards:

TH Pr. 4: Analyze, interpret and select artistic work for presentation.

6. The essence of theater is storytelling.

b. HSIb. Shape character choices by using given circumstances in a drama or theater work.

Modifications Relevant to the Lesson:
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Learning Disability (1): Multi-step directions need to be broken down into individual steps, needs
verbal explanation of written instructions

hand Lan nd Learning Disability (1): Speech and Language therapy, visual aids,
scaffolding, redirection, prompting, kinesthetic components to the lesson
Students who read or write in English below grade level (2): Pre-teach key words and phrases
through examples and graphic organizers (e.g., word cluster, manipulatives, visuals). Have
students use pre-taught key words and graphic organizers to complete sentence starters
Gifted and Talented Students (2): Provide extension opportunities for individual assignments and
activities; provide opportunities for peer leadership and assisting other students; heterogeneous
ability grouping

Spatial Organization: Rows of chairs for audience, area of the room for presentations with “on deck”
area on the side of the classroom.

Materials Needed: Chairs for an audience/sets, Final Stan-the-Man Scenes?, Feedback Form®

g

Procedures

Warm Up: Pass the Breath: Students circle up, teacher begins by inhaling energy, then passing
on an exhale across the circle. The next person repeats, and so on, increasing in speed and
physical involvement (encouraging the use of the whole body)-- “Begin to unglue your feet,”
“Bigger and faster.” Encourage more connection and creativity in types of breath being passed,
such as through an imaginary straw of your fingers, with one arm, with a kick, etc.

a. What made this game easier? Harder? Why? How does this apply to connecting to a

partner in a scene? To sending action and objective? (3 mins)

Vocal/Physical Warm-Up: The Drop Down

a. Have students roll down in their own time, vertebrae by vertebrae, stopping and gently
shaking or twisting at the sticky spots
Once at the bottom rag doll to the right and left, shake head yes and no
Roll up one vertebra at a time, repeating with sticky spots
Once at the top check-in with center, play with balance in toes or heels, R/L
Repeat drop-down with exhales on “HUH” (Or full breaths)
Tongue stretch, massage jaw, buccinators
Inhale/Hold/Exhale on 4, 6, 8 count
Inhale/Hold/Hum on 4, 6, 8 count
Student volunteer stretch
Student volunteer tongue twister
Physical shakeout (8, 6, 4, 2 1) (5 mins)
Dance Party: Students suggest music choices for a short dance party. (5 mins)
Final Scene Presentations: Hand out Feedback Forms’, give short directions. Setup Students
will perform their final scene presentations. (60 mins)
Final Group Reflection: Have a group reflection considering what people learned, what people
appreciated in other scenes, what they felt in their own scene. (15 mins)
Wrap Up: Little tidbit into next Unit/transitional moment, congratulations again. (2 mins)

T ge@moao0vT
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Stanislavski’s History Guiding Questions 1

Name Class Period Date

1. Who or what is my assigned term (in a few bullets: provide either occupation, basic
life/founding, purpose, or general description, as well as full name/title)?

2. Around what period of time was your assigned term alive (or significant)? Where?

3. What were they most famous for producing or discovering?

4. What did they theorize or champion about acting?

5. Who influenced your assigned term? Who did they influence?

6. Which significant actors trained or worked with your assigned term?

7. How does your assigned term relate to Stanislavski?

8. Any other fun facts about your term?
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Class Acting Family Tree

(Notes below
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Final Stan-the-Man Scenes 3

Name Class Period Date

Students will be able to perform 1-3 minute contemporary scenes using Stanislavski’s

System at the end of our seven days (Insert Date): Objectives, tactics, beats, given
circumstances, the magic-if, concepts of character, circles of attention, and truthfulness/’being.”

Fill out the following analysis sheet for Final Performances, additionally scoring your
script as we did in class. Email alicez8311@agamail.com with choices by (Insert date) at
11:59 pm. Cuts for scenes are available in the Drive.

Memorize by (insert date, Lesson #4/7). Blocking choices are motivated by the work we
do in class, but feel free to include them in the scoring of your script.

Answer the following questions with as much detail as feels useful to you. There is no
right answer, only stronger choices to motivate your work in your scene.

CHOOSE FROM (circle):

Seven Guitars by August Wilson

Vietgone by Qui Nguyen

Gidion’s Knot by Johnna Adams

The Flick by Annie Baker

Belleville by Amy Herzog

Skeleton Crew by Dominique Morisseau
August: Osage County by Tracy Letts

Bad Jews by Joshua Harmon

Streetcar Named Desire by Tenessee Williams
Water by the Spoonful by Quiara Alegria Hudes

SCENE ANALYSIS
Given Circumstances:
1. Who am | (Can include biographical information, back-story, age, gender, beliefs, etc.)?
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2. Where am |? (Go in detail about the room/environment)?

3. When is it (Year, season)/What time is it?

ri ring:
SUPER OBJECTIVE
1. Super Objective: What do | want in the whole play?

2. What are the stakes (What happens if | don’t or do get what | want)?

3. Do |l succeed or fail?

4. Why do | want what | want in the whole of the play?

5. Obstacles: What is in the way of what | want in the whole of the play?

IMMEDIATE OBJECTIVES
1. Immediate Objectives: What do | want in each beat? Across the scene?
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2. What are the stakes (What happens if | don’t or do get what | want)?

3. Do | succeed or fail?

4. Motivation for Main Objectives: Why do | want what | want in each beat? In the scene?

5. Obstacles: What is in the way of what | want in this scene?

6. Actions: How do | get what | want in this scene? (The score; to )

The Magic If (Guiding questions to ask yourself)

e What would | do if | were in that e What if | walked/talked/looked like
situation? that?

e How would | feel if that happened to e How would | behave if | wanted
me? that?

e What would | do if someone said e What if that was me?
that to me?

SEE RUBRIC ON NEXT PAGE
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Character Physicality | Character physicality | Character Character Character physicality
(Outer) is connected to physicality is physicality is loosely | is disconnected from

textual information
from the scene.

closely tied to
textual information
from the scene.

tied to textual
information from the
scene.

textual information
from the scene.

Movement and Character movement | Blocking and General movements | Physical movement

Blocking and blocking detailed | character inconsistently not connected to the
and nuanced movement supports | supported by characterization.
supporting the characterization. characterization.
characterization.

Objective and Tactics | The actors The actors The actors The actors failed to
consistently and frequently incorporated few incorporate tactics
effectively incorporated tactics | tactics into the into the performance

incorporated tactics
into the performance
as they worked to

into the
performance as
they worked to

performance as
they worked to
achieve their

as they worked to
achieve their
objective.

achieve their achieve their objective.
objective. objective.
Given Circumstances | The actors The actors The actors The actors failed to
and the Magic ‘If consistently and frequently incorporated some incorporate given
effectively incorporated given | given circumstances | circumstances into the

incorporated givern

circumstances into

into the scene

scene performance

circumstances into the scene performance. (or did so minimally).
the scene performance.
performance.

Pacing/Beats The actors The actors The actors The actors failed to
consistently and frequently incorporated limited | incorporate truthful
effectively incorporated beats | beats to create pacing.

incorporated beats to

create truthful pacing.

to create truthful
pacing.

truthful pacing.

Focus/Circles of The actors The actors The actors The actors failed to

Attention consistently and frequently remained | sometimes remain focused on the
effectively remained | focused on the remained focused person/object that
focused on the person/object that on the person/object | would help them
person/object that would help them that would help reach their objective.
would help them reach their them reach their (or did so minimally).
reach their objective. | objective. objective.

Memorization Line memorization is | Line memorization Line memorization Line memorization is

complete.

is mostly complete.
No more than 3
lines are missed.

is partially complete.
4- 10 lines are
missed.

either not attempted,
or minimal.

Comments:
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Objective Presentation 4



OBJECTIVE

What your character wants/needs

Immediate: What your character wants
(usually from the other character) in each
beat.

Super-Objective: What your character
wants in the whole play

Stakes: What happens if I don’t get
what I want?

Obstacles: What is in the way of what
I want?

PRAPICED @ _SGPE‘F-'I'n sk

Alice Zelenko
Spring 2021

"




Alice Zelenko
Spring 2021

"When an actor is completely absorbed by some profoundly

moving objective so that he throws his whole being passionatel,

into its execution, he reaches a state we call inspiration."
B —

“On the stage do not run for the sake of running, or suffer fo

the sake of suffering. Don’t act “in general”, for the sake of

action; always act with a purpose.” P

How your character gets what they want
(in our case, a verb).
Ex. To calm, to threaten, to flirt, to beg, to

guilt, to celebrate
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BEATS

A unit of action, or the time in the scene where one objective is being played. A beat

shifts when a character either succeeds or fails at achieving their objective.

French Scene: When someone enter, exits, or something that demands that the action

must immediately shift occurs.

LA _\k__ e e kS T Y o

N "' _ “H act;on in the theatre must have an mner_;ust:frcat.'on,
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Scewne Il
The next morning, Claire, stylis attractive, drinks coffe
: h ma She hag
brwgb;’i@_mdﬁwnmammmhpms&mﬁpﬁtfmm
piam_. mﬂ&d@mp@:bmwgwn&ﬂmshpkb&upmd
sets it on & table, Cﬂimmemchr-Euﬁ-#mﬁwnam
Claire: Better. Much.
Catherine: Thanks.
- Clare: Feel berter?
Catherine: Yeah.
ﬂm:.—_ Y‘-m{:i:: a million rimes better. Have some coffee.
Claire: How do you take it?
Catherine: Black. '

Claire: Have a little milk. (She :
bmuglll‘:-e bee- i m(no:ﬂ;ﬁ I:Tmamw I's a good thing I

Catherine: N ; ;

i . bagtlmmng to go shopping.

%ﬁ No. I hate breakfast. (Beat.)

ﬂan.—_ You didn’t put on the dress.

Cklf?emé;Didn’t really feel like ic,

Claire: Don't ¥Ou want to try it on? iFi

Pradbari I’llpuritonlu:_ﬁm See if i fits?

(Beat.)

ve: IF ; .
Gf.um1 }ﬁ:ﬂmt md.ryyuurhur[hwtahmdq'er.
Claire: Did you use that conditioner I b
&dnmu. No, shit, I forgor,
Chm:l It’s my favorite. You'll love i

rought you?

: I'll use i next time.
¢ You’'ll like it It has jojoba,

l:,l(a.ti:.[wantyou Lo try it,

Catberinge: What is “jojoba™?
Clare: T:'swmﬂhmmfrpulmfmhﬂllhrhm
e Hair i dead
Lcdwu-rlm wh?".’ dead pissue. You can't ke 1t "healthy.”
Clasre: Wh:::vﬂ.n';mluqd:u:pudh.m;rm.
Catherine What, & chemical?
(lere: Mo, is's ofganst
Catherine uﬂ-:mhumtmaﬂh-m.
Claire: | doe's lomow whal if o )
crefio g o 'TPh.lt':ﬂ-emmufm
ﬂ.n;-r [Lm;inmrhllr&d.hok.andimdlgmi_ doir2
ﬁfnrm:iuujﬁmtm‘[wmﬁlhknnfﬂum&m
: THoy ;
cﬂm:mmmrwjgmmm'l&ﬂmgodmumﬂd
chaikpe £
Casherme Okay.
Clare 11l cake you to lundh.
Catherie Gireat.
Claire: m&mmlwm.mmmmga
Cagherine: Like clothes?
Claire: (hm}’rhli‘.g,ml‘mhnr.
Casberine: Nah, 'm ool
(Best)
Clawre: lmwghl“'dm«ymptnﬁlmmi:nlﬂn 1 you're freling okay.
Cathirine: I'm freling olay, Clare, stop SREg
Claine: Yous don't have any plans?
Catherme: Mo
Clare [ ordered some food Wine, beer.
{‘Cl'-lm Mﬂ‘cm P l»:hdu.::w-ha'i been to the funeral and wants
1l b all sghe.
n;:rlvmlml:t‘ljnlmﬂhnﬂl:uman And it's the only time [ can s any

Y e
old Chicago friends. [ be nice Ix'nl’unrnlbmudmlh-nm .

complecely grun aboat iz 3 s olkay with you
Cusherme: Yea, pure .
Chamre -II: 3 l'.:m“: srreaaful Dime. Tt weondd be ool 1o relax i & lowe-luey way.
Sfsech says He
Cathering. Hi Mivch
Clawe: He's really umyhm..lrlnlm; -
t".un H‘:t::‘:ﬂr:;m yummn: sends his love. 1 eold him you'd see himn w08
" enough. (Beat] Wee'ow geaning marrnd
Caghprme Mo shit
Clarw Yiea! We juast
Cathyrime Yikes
Clame: Yes!
Casbyrine When?
Clare: January
Catherinae Hish.

Clagre: Wee're niot goang to do a huge thing, His folks are gone too, Jus City
Hall, then a big dinner at our favorite testaurant for all cur faends, And
youl, of course. | hope you'll be in the wedding.

Cathermar: Yeah. OF course, Ci ng, Claire, I'm really happy for you.

Clare: Thanks. Me too. We just decided it was time. His job is geear 1 just got
promoged . .

Catherine: Huh

Clare You will corme?

Catherine: Yea, sure. January? | mean, [ don’t have to check my calendar orany-
thang. Sure.

Clare: Thiar makes me very happy. (Beat. From bere on Claire treads gimgeny. )

e How are you?

Catherane: L

Clesre: How are you feeling abour sverything?

Cagherine: About "everything"?

Claire: Abour Dad.

Catherime: Whar abourt him?

eire: How are you feeling abour his death? Are you all rghe?
Casberme: Yes, lam.

Claire: Honestip?

Catherine Yes

Chare: | think in some ways it was the "right tdme.” If chere bs ever & right tme,
Do you know what you want to do now?

Cagherme No.

Claane: [ho you want [o soay hered

Cazhermne: | dion't know,

Clsare: Do you wans to go back to school?

Catherine: | haven'r thought abaur it,

Claire: Well there's a log w think abour,

Heww do you feel?

Cadhering: Physically? Grear. Exoepr my hair seems kind of unhealthy, [ wish
thers were something [ could do about chac.

Daere: Come on, Cathenine

Canberinge Whar is the point of all these questions?

(Hear )

Claire: Katie, some policemen came by while you were in the shower,

Cathoring: Yeah?

Claire: They sad chey were “checking up” on chings here. Secing how ewry-
thing was this morning,

Catberine: (Neweud) That was nice

Claire: Thiey told me they responded o a call lase nighe and came eo the house,

Casborime Yeah?

Clare: Did pou call the police Last night?

Casberime; Yealy

Clawr; Why?

Catherime: | thought the house waa being robbed,
Clagre. Bus ir wasn'e.

Catherine: Mo, | changed my mind.
(ilear.)
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Given Circumstances The Magic ‘If,” and Emotional Memory Quotes 5

i

“You must be so thoroughly immersed in the given

circumstances of the play, then you decide what it is at
] v ry

any given moment what that the actor wants.”

HR

“In the given circumstances you must rooted in the play.
I' " EEEE

Do not depart from the play. Do not cut yourself off from
L @ )

our partner in the scene”}

“‘If’ is the starting point, the given circumstances, the

deveIOpment The one cannot exist thhout the other if |t is to __,,-r"h

possess a necessary stnmulatmg qual:ty However their functions
differ somewhat if gives the push to dormant imagination, whereas

the given clrcumstances build the basis for if itself. And they both,

= o m a ar N N B B E—

together and separately, help to create an mner stlmulus ]"?'

e
—-—WFI'? -
" -7

> HOW? °
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“At the bottom of every process of obtaining creative material fo
our work is emotion. Feeling, however, does not replace an
immense amount of work on the part of our intellects. Perhaps you
are afraid that the little touches which your mind may add on its|
own account will spoil your material drawn from life? Never fea
hat. Often these orlglnal addltlons enhance it greatly if your belief

in them is sincere.”

Mind, Will, and Feeling

Motivation Domain

Feeling
emotions, urges
] [ IJD [ ACTION

Mind
rational perceptions
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Character Presentation 6

"The life of a character should be an
unbroken line of events and emotions, but a
play only gives us a few moments on that
line - we must create the rest to portray a

convincing life."
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Through-line Passage 7

“The direct effect on our mind is achieved by the words, the text, the thought,
which arouse consideration. Our will is directly affected by the super-objective,
by other objectives, by a through line of action. Our feelings are directly worked
upon by tempo-rhythm.”

(Building A Character, 1938)

“In the circle of light on the state in the midst of darkness, you have the
sensation of being entirely alone... This is called solitude in public... During a
performance, before an audience of thousands, you can always enclose yourself
in this circle, like a snalil in its shell... You can carry it wherever you go.”

(An Actor Prepares, 1936)

Stanislavski’s ideas on “acting as being.” 8

“As an actor you have to put life into all the imagined circumstances and action
until your sense of truth is satisfied and create faith in what you are doing.”

“What is important to me is not the truth outside myself, but the truth within
myself.”

“It is not enough to discover the secret of a play, its thought and feelings - the
actor must be able to convert them into living terms.”

(An Actor Prepares, 1936)


https://quotefancy.com/quote/2295732/Konstantin-Stanislavski-It-is-not-enough-to-discover-the-secret-of-a-play-its-thought-and
https://quotefancy.com/quote/2295732/Konstantin-Stanislavski-It-is-not-enough-to-discover-the-secret-of-a-play-its-thought-and

Feedback Form

Name Class Period

Play Partners

1. What do you think their objectives were?

2. What tactics did they use?

3. What were the main obstacles?

4. Any other feedback (utilizing Stan’s terms):

Play Partners

5. What do you think their objectives were?

6. What tactics did they use?

7. What were the main obstacles?

8. Any other feedback (utilizing Stan’s terms):

Play Partners

9. What do you think their objectives were?

10. What tactics did they use?

11. What were the main obstacles?

12. Any other feedback (utilizing Stan’s terms):

Date
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Play

Partners

13.

14.

15.

16.

Play

What do you think their objectives were?

What tactics did they use?

What were the main obstacles?

Any other feedback (utilizing Stan’s terms):

Partners

17.

18.

19.

20.

Play

What do you think their objectives were?

What tactics did they use?

What were the main obstacles?

Any other feedback (utilizing Stan’s terms):

Partners

21.

22.

23.

24.

Play

What do you think their objectives were?

What tactics did they use?

What were the main obstacles?

Any other feedback (utilizing Stan’s terms):

Partners

25.

What do you think their objectives were?
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26.

27.

28.

Play

What tactics did they use?

What were the main obstacles?

Any other feedback (utilizing Stan’s terms):

Partners

29.

30.

31

32.

Play

What do you think their objectives were?

What tactics did they use?

. What were the main obstacles?

Any other feedback (utilizing Stan’s terms):

Partners

33.

34.

35.

36.

Play

What do you think their objectives were?

What tactics did they use?

What were the main obstacles?

Any other feedback (utilizing Stan’s terms):

Partners

37.

38.

What do you think their objectives were?

What tactics did they use?
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39.

40.

Play

What were the main obstacles?

Any other feedback (utilizing Stan’s terms):

Partners

49,

42.

43.

44,

Play

What do you think their objectives were?

What tactics did they use?

What were the main obstacles?

Any other feedback (utilizing Stan’s terms):

Partners

45.

46.

47.

48.

Play

What do you think their objectives were?

What tactics did they use?

What were the main obstacles?

Any other feedback (utilizing Stan’s terms):

Partners

49.

50.

51.

What do you think their objectives were?

What tactics did they use?

What were the main obstacles?
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52.

Play

Any other feedback (utilizing Stan’s terms):

Partners

53.

54.

55.

56.

Play

What do you think their objectives were?

What tactics did they use?

What were the main obstacles?

Any other feedback (utilizing Stan’s terms):

Partners

57.

58.

59.

60.

Play

What do you think their objectives were?

What tactics did they use?

What were the main obstacles?

Any other feedback (utilizing Stan’s terms):

Partners

61.

62.

63.

64.

What do you think their objectives were?

What tactics did they use?

What were the main obstacles?

Any other feedback (utilizing Stan’s terms):
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Play Partners

65. What do you think their objectives were?

66. What tactics did they use?

67. What were the main obstacles?

68. Any other feedback (utilizing Stan’s terms):

Alice Zelenko
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TASK 1: CONTEXT FOR LEARNING INFORMATION

Respond to the prompts below (no more than 4 single-spaced pages, including prompts) by typing your responses within the
brackets following each prompt. Do not delete or alter the prompts. Pages exceeding the maximum will not be scored.

About the School Where You Are Teaching

1. In what type of school do you teach? (Type an “X” next to the appropriate description; if
“other” applies, provide a brief description.)

Elementary school:
Middle school:
High school: __ x

Other (please deﬁbe):

2. Where is the school where you are teaching located? (Type an “X" next to the appropriate
description.)!
City:  x
Suburb:
Town:

Rural:

3. List any special features of your school or classroom setting (e.g., charter, co-teaching,
themed magnet, classroom aide, bilingual, team taught with a special education teacher)
that will affect your teaching in this learning segment.

[I am teaching in a public High School. My general education classroom combines a mixture of
9th through 12th graders, with varying levels of exposure to drama.]

4. Describe any facilities considerations that might impact your instruction (e.g., equipment
needs, room layout/design, access to performance/practice space, instruments,
accompanist, storage).

[ [My classroom space is set up as an open rehearsal room with a large open space at the middle
and individual chairs in a large circle. Lap desks are available for writing — though they are
stored in cubbies at the side of the room. The classroom is equipped with an overhead projector
which is connected to a PC in the room. Students have access to shared wi-fi-enabled iPads.
There is a storage closet with basic props, costumes, and set dressings. Additional cubbies are
available at the side for students to store their materials in the classroom — though they often
keep their belongings under their chair, ]

5. Describe any district, school, or cooperating teacher requirements or expectations that might
affect your planning or delivery of instruction, such as required curricula, pacing plan, use of
specific instructional strategies, performance schedules, or standardized tests.

[The course is called as Drama 1 A or Drama 1 B — depending on the semester. Curriculum for
the semester is flexible and determined wholly by the classroom teacher. Topics covered in the
course range from beginning acting and scene study, introductory Shakespeare, pantomime,
improvisation, commedia dell ’arte, and introductory playwriting. The class includes a number of

1 If you need guidance when making a selection, reference the NCES locale category definitions
(https://nces.ed.gov/surveysiruraled/definitions.asp) or consult with your placement school administrator.
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ELLs and students with special needs, so lessons must be appropriately modified based on
student need.]

About the Class Featured in this Learning Segment
1. How much time is devoted each day to performing arts instruction in your classroom?
[Classes meet for 90 minutes per day, five days per week.]

2. Identify any textbook or instructional program you primarily use for instruction. If a textbook,
please provide the title, publisher, and date of publication.

[No textbook is used.]

3. List other resources (e.g., electronic whiteboard, recordings, videos, multimedia, online
resources) you use for instruction in this class.

[The classroom is equipped with an overhead projector used to project video and slide
presentations. Sound equipment for amplification is available and used for video and music when
needed. The daily agenda is posted on a whiteboard at the front of the room.]

About the Students in the Class Featured in this Learning Segment
1. Grade-level composition (e.g., all seventh grade; 2 sophomores and 30 juniors):

[The class is comprised of a mixture of 11th through 12th graders: sixteen 11th graders, and
eighteen 12th graders.]

2. Number of
®  studentsintheclass: _ 34
"  males: 13__ females: __ 21__

3. Complete the charts below to summarize required or needed supports, accommodations, or
modifications for your students that will affect your instruction in this learning segment. As
needed, consult with your cooperating teacher to complete the charts. Some rows have
been completed in italics as examples. Use as many rows as you need.

Consider the variety of learners in your class who may require different strategies/supports or
accommodations/modifications to instruction or assessment (e.g., students with Individualized
Education Programs [IEPs] or 504 plans, students with specific language needs, students
needing greater challenge or support, students who struggle with reading, students who are
underperforming or those with gaps in academic knowledge).

For Assessment Task 3, you will choose work samples from 3 focus students. At least one of
these students must have a specified learning need. Note: California candidates must include
one focus student who is an English language learner.?

Students with IEPs/504 Plans

IEPs/504 Plans: Number of Supports, Accommodations,
Classifications/Needs Students Modifications, Pertinent IEP Goals

2 California candidates—If you do not have any English language learners, select a student who is challenged by academic
English.
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Learning Disability 1 Multi-step directions need to be broken
down into individual steps, needs verbal
explanation of written instructions

Speech and Language and 1 Speech and Language therapy, visual

Learning Disability

aids, scaffolding, redirection, prompting,
kinesthetic components to the lesson

Students with Specific Language Needs

Language Needs Number of Supports, Accommodations,
Students Modifications
Students who read or write in | 2 Pre-teach key words and phrases
English below grade level through examples and graphic
organizers (e.g., word cluster,
manipulatives, visuals)
Have students use pre-taught key words
and graphic organizers to complete
sentence starters
Students with Other Learning Needs
Other Learning Needs Number of Supports, Accommodations,
Students Modifications
Gifted and Talented Students | 2 Provide extension opportunities for

individual assignments and activities;
provide opportunities for peer leadership
and assisting other students;
heterogeneous ability grouping




