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WELCOME TO YEAR 12 DRAMA

The purpose of this study guide is to assist you with your preparation for practical and written 
exams and tasks. It consists of review questions and answers, information on key theorists and 
a glossary.

This study guide has been written in sections, in accordance with the syllabus units with section 
one covering Unit Three and section two covering Unit 4, followed by the practical and written 
examinations content and respective answers and solutions. Each section relates to the key 
materials in the course and the set text list.

Chapter One examines the realisation of drama text, context, forms and styles through a selected 
approach. Chapter Two then explores psychological and physical approaches with practitioners’ 
personal styles. Chapter Three focuses on contemporary and devised drama whilst Chapter Four 
and Five apply selected approaches and reviews experimental approaches. Chapter Six includes 
a range of approaches and manipulation of drama elements to devise and perform original work. 

Chapter Seven covers the practical (performance) examination whilst Chapter Nine focuses on the 
written examination. An overarching study guide of the major drama theorists and practitioners’ 
is provided in Chapter Nine. 

This study guide is designed to cover all areas of the syllabus. You can work through it at your 
own pace and in any order. Drama is a practical subject with a theoretical basis. This study guide 
will help you to understand the concepts that underpin the course, as well as teach you how to 
use drama terminology in practical and written assignments and exam answers.

I wish you all the best with your exam preparation.

Good luck!

Dr Kirsten Lambert

TO THE STUDENT
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UNIT 3

SYLLABUS CHECKLIST

On Completion of this Unit you should be able to:

 Investigate the approach of one of the following

• Anne Bogart and Tina Landau

• Uta Hagen

• Robert Cohen

• David Mamet

• Maria Knebel and Sharon Marie Carnicke

• Rudolf Laban

 The investigation must include

• the background

• the ideology

• the application of the approach (psychological and/or physical) in rehearsal and/or
performance

This unit focuses on the realisation of drama text, context, forms and styles through the application of 
a selected approach.

Topics covered include

• Realisation of Drama texts. subtext, content, form and style

• Applying psychological and physical approaches and practitioners’ personal styles.
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SET TEXT LIST FOR UNIT 3

Australian set text list World set text list

Abela, Donna. Jump for Jordan. Beckett, Samuel. Endgame.

Bell, Hilary. Wolf Lullaby. Berkoff, Steven. Metamorphosis.

Bovell, Andrew. Secret River. Brecht, Bertolt. Mother Courage. 

Bovell, Andrew. When the Rain Stops Falling. Churchill, Caryl. Top Girls. 

Cameron, Matt. Ruby Moon. Complicité. Mnemonic.

Enoch, Wesley and Deborah Mailman. Seven 
Stages of Grieving.

Dürrenmatt, Friedrich. The Visit: A tragicomedy 

(translated by Joel Agee). 

Isaacs, Chris. Flood. Ibsen, Henrik. Hedda Gabler. 

Monjo, Justin and Nick Enright. Cloudstreet. Ionesco, Eugene. Rhinoceros. 

Nowra, Louis. Cosi. Levenson, Steven (writer) and Benj Pasek and 
Justine Paul (composers). Dear Evan Hansen.

Oxenburgh, Dicken and Andrew Ross. Merry-
Go-Round in the Sea. 

Miller, Arthur. The Crucible.

Rayson, Hannie. Two Brothers. Reza, Yasmin. God of Carnage. 

Winmar, Dallas. Aliwa! Shakespeare, William. Twelfth Night. 

Zen Zen Zo. The Tempest (adaptation). Stephens, Simon. The Curious Incident of the 
Dog in the Night-Time. 
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Terminology
These are some of the terms from Unit 3 and 4 that you should know. Write the 
meaning of each term giving speci1c examples in the space provide. The answers 
are found in Chapter 7.

APPROACH

(i) physical approaches

(ii) psychological approaches

CHARACTER VALUE/S

(i) character values

Context

(i) social context

(ii) cultural context

(iii) historical context
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CREATIVE TEAM

(i) creative team

DESIGN LANGUAGE

Principles of Design

(i) balance

(ii) realism contrast

(iii) emphasis

(iv) repetition

(v) scale/proportion
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Elements of Design

(i) costume, set, lighting

(ii) sound

Director vision

(i) director vision

DRAMA

(i) drama conventions

(ii) drama interpretation

(iii) drama process

(iv) set designer dramatic meaning
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ELEMENTS OF DRAMA

(i) character

(ii) role

(iii) relationships

(iv) situation

(v) voice

(vi) movement
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(vii) focus:

(viii) tension

(ix) space

(x) time

(xi) language

(xii) symbol

(xiii) audience
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(xiv) mood

(xv). atmosphere 

FORM

(i) realism

(ii) non-realism

MULTIMEDIA

(i) multimedia

POINT OF VIEW

(i) perspectives/lenses/frames
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STYLE 

(i) representational:

(ii) presentational

THEATRE 

(i) theatre technologies

THEATRE SPACES

(i) proscenium arch

(ii) thrust stage

(iii) end stage

(iv) amphitheatre
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(v) theatre-in-the-round (arena)

(vi) traverse stage

(vii) black box

(viii) site speci1c space
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1

EXAMPLE 1

In the case of Antigone by Sophocles, the original historical context was Ancient 
Greece during the rule of Pericles and Sophocles may have been (amongst other things) 
commenting to his audience about importance of democratic leadership in Athens in 
441 BCE. This was the ‘golden age’ of Athenian culture for ancient Greek democracy 
and Pericles was widely respected. Pericles is quoted as saying,

Athens’ constitution is called a democracy because it respects the interests not 
of the minority but of the whole people. When it is a question of settling private 
disputes, everyone is equal before the law; when it is a question of putting one 
person before another in positions of public responsibility, what counts is not 
membership of a particular class, but the actual ability which the man possesses. 
(Pericles, 431 BCE)

However, Sophocles knew that Greek leaders had not always venerated democracy. Often 
sole rulers of a state had taken power in an unconstitutional manner, even murdering their 
predecessors. For example, Polykrates in Samos (530–522 BCE). Polykrates was remembered 
as a prototypically cruel tyrant, who murdered his brother in order to take power. For 
Athenians, tyranny became the exact opposite of democracy. Antigone was written at a 
time of national imperialism. In 441 BC, after the play was 1rst performed, Sophocles was 
appointed as one of the ten generals to lead a military expedition against Samos. Antigone 
exposes the dangers of the absolute ruler, or tyrant, in the person of Creon, a king to whom 
few will speak freely and openly their true opinions, and who therefore makes the grievous 
error of condemning Antigone, an act which he pitifully regrets in the play’s 1nal lines. 
Athenians, proud of their democratic tradition, would have identi1ed his error in the many 
lines of dialogue which emphasize that the people of Thebes believe he is wrong, but have 
no voice to tell him so. Athenians would identify the folly of tyranny.

1.1 REALISATION OF DRAMA TEXTS

KEY IDEAS:

• Realisation of a drama text, context, forms and styles

• Application of a selected approach

What does it mean to realise a dramatic text? Every time a director chooses a play to perform, 
he/she is ‘realising’ that text in a context, form and style for an audience. That means the director 
is taking a play that was written for a particular audience in a speci1c time and place and 
making it relevant for a new audience. This may mean changing the historical context of a 
classic text such as Antigone, thus giving it a fresh application to an entirely new audience, 
or taking a contemporary play, such as Jump for Jordan that was 1rst performed in Sydney in 
2014 and performing it for a contemporary Western Australian audience. In both instances, the 
director must make choices about how they will interpret the script to make it appropriate to 
their audience. This includes manipulating the context (historical, social or geographical), style 
(presentational or representational) and form (realism or non-realism) through the application 
of a particular approach (such as Bogart’s viewpoints).

THE REALISATION OF DRAMA TEXT, CONTEXT, 
FORMS AND STYLES THROUGH THE APPLICATION 
OF A SELECTED APPROACH
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The original style and form were presentational tragedy. Greek tragedy is linked to the 
festival of Dionysos, including performances by a chorus, the sacri1ce of goats and the 
wearing of masks. The music and dance of Dionysiac ritual was most evident in the 
role of the chorus and the music provided by an aulos player, but rhythmic elements 
were also preserved in the use of 1rst, trochaic tetrameter and then iambic trimeter in 
the delivery of the spoken words. Plays were performed in an open-air amphitheatre 
(theatron) with excellent acoustics. From the mid-5th century BCE entrance was free 
and open to all male citizens. The plot of a tragedy was inspired by episodes from Greek 
mythology, which were often a part of Greek religion. As a consequence of this serious 
subject matter, which often dealt with moral right and wrongs and tragic dilemmas, 
violence was not permitted on the stage, and the death of a character had to be heard 
from offstage and not seen. 

A key characteristic of Greek tragedy is the tragic hero. This hero must be neither entirely 
good nor entirely bad, but instead display some good characteristics which are coupled 
with a tragic Daw. Both Antigone and Creon 1t this description and serve as tragic 
1gures in this play. 

EXAMPLE 2

When Jean Anouilh produced his adaptation of Antigone in 1944 at the end of WWII 
the context was the antic-fascist French resistance to the Nazis in occupied France. 
Antigone premiered in Paris in 1944, but Anouilh had interpreted this classic story of lone 
rebellion against the state two years earlier, inspired by an act of resistance during Paris’s 
occupation by the Nazis. In August 1942, a young Frenchman named Paul Collette 1red 
at and wounded a group of directors during a meeting of the collaborationist Légion 
des volontaires français. Collette did not belong to a resistance network or organized 
political group, but acted entirely alone and in full knowledge of his certain death. 
For Anouilh, Collette’s solitary act – both heroic and futile – was prototypically tragic 
and inspired him to revitalise the Ancient Greek tragedy of Antigone. The Nazis 
censored Antigone immediately upon its release, aware of Anouilh’s thinly veiled allusion 
to the French Vichy government (who collaborated with the Germans). It premiered two 
years later at the Théâtre de l’Atelier in Paris, a few months before Paris’ liberation. 
Anouilh realised Sophocles tale of the fated heroine standing up against tyranny for his 
own political context, and the play has since risen to legendary status in modern French 
theatre. His style and form range from presentational high drama to absurdist farce. 
While sophisticated revelations of the decadence of society are performed by the actors, 
images of �eur bleue (lost purity) Dash across the stage. Audiences reportedly laughed, 
gasped in shock, or were drawn to tears from moment to moment.

Where Anouilh contemporised the original text to suit his context, most directors keep 
the original text, or at least an edited version of the text, and merely change the social, 
political or historical context to make the play relevant to their contemporary audiences. 
An example of this can be seen in the many realisations of Shakespeare’s classic texts 
today. Macbeth has been set in WWII, corporate America, a London restaurant, and a 
kindergarten bouncy castle to name just a few recent reinterpretations of the Scottish 
play.  The revival of a familiar play can make audiences see relationships in a new light. 
Indeed the only way that Chekhov, Ibsen, Shakespeare and Sophocles will survive is if we 
recognise that all dramatic texts are simply a blueprint for a performance, not a template 
for one that must be slavishly reproduced. Reinterpretations of texts can make them as 
relevant for contemporary audiences as they once were when they were 1rst produced. 
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EXAMPLE 3 

The Resistible Rise of Arturo Ui, subtitled ‘A parable play’, was written by Bertold 
Brecht in 1941. It follows the rise of Arturo Ui, a 1ctitious 1930s Chicago mobster and 
his attempts to control the cauliDower racket by ruthlessly murdering the opposition. 
The context is WWII. The play is a satirical parable for the rise of Adolf Hitler and 
the Nazi Party in Germany prior to World War II. The play also has frequent references 
to some of Shakespeare’s classic texts. To highlight Ui’s evil and villainous rise to power, 
he is explicitly compared to Shakespeare’s Richard III. Likewise, just as Macbeth was 
visited by the ghost of dead Banquo, whom he had murdered, Ui experiences a visitation 
from the ghost of one of his victims. Finally, Hitler’s prowess at rhetoric is referenced 
when Ui receives lessons from an actor in walking, sitting and orating, which includes 
his reciting Mark Antony’s famous speech from Julius Caesar.

Brect’s style and form are presentational ‘epic’ drama, which was relevant to his particular 
historical and political context – Germany under the Nazis. All of the characters and 
factions in the play had direct counterparts in Nazi Germany: Ui represented Hitler; 
his henchman Ernesto Roma an obvious link to Ernst Röhm, the head of the Nazi SA; 
Dogsborough represents General von Hindenburg, a hero of World War I and the President 
of the Weimar Republic; Emanuele Giri represents Hermann Göring, a World War I Dying 
ace who was a German political and military leader as well as one of the most powerful 
1gures of the Nazi Party and Hitler’s second in command; Giuseppe Givola mirrors 
the master propagandist Joseph Goebbels; the CauliDower Trust alludes to the Prussian 
Junkers and so forth. In addition, every scene in the play is based, albeit sometimes very 
loosely, on real events, for example the warehouse 1re that resembles the Reichstag 1re 
of 1933, and the Dock Aid Scandal that represents the Osthilfeskandal (Eastern Aid) 
scandal. Just as the play was a cautionary satire on the rise of Hitler, it has been realised 
by many theatre companies and directors over the years, to symbolize the unfettered rise 
of contemporary autocratic leaders and governments. The play begs the question, why 
do we allow tyrants like Ui to become our leaders? This question is as relevant today, as 
it was in Brecht’s Germany of 1941.

When Sydney Theatre Company realised the text in 2018 the subtitle was ‘We Get the 
Leaders We Deserve’ and the play, starring Hugo Weaving as Arturo Ui, was made 
relevant to the contemporary Australian political context. Adaptations of classics 
provide contemporary audiences with thought provoking themes and issues in new and 
innovative ways that help us to reDect on our own times. Brecht’s great masterwork was 
a play fable that parallels the rise of Hitler in Germany and outlines how people with 
extremist values come to power. Sydney Theatre Company probes the psychological 
depth of a man like Ui. What drives a person to have hunger for that kind of power? 
Director Kip Williams’ adaptation of Brecht’s epic play has resonances to contemporary 
Australian politics.

Sydney Theatre Company’s The Resistible Rise of Arturo Ui (photo courtesy of STC)
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Review Questions

1. What does it mean to realise a text?

2. Why do directors realise classic texts and not perform them the way they were ‘originally’
performed?

3. Give two examples of classic texts that have been realised for audiences. What did the
realisation bring to the new audience’s context?

EXAMPLE 4

Transformations are adaptations of texts that involve a more dramatic change to the 
text in order to create something new. The transformed text may not have an obvious 
connection to the original. A transformation might involve challenging the values and 
ideas expressed in the original text, rather than simply reproducing the same text in a 
new or contemporary manner. For example, the hit movie 10 Things I Hate About You is 
a transformation of Shakespeare’s The Taming of the Shrew. Wicked is a transformation 
of The Wizard of Oz. These texts are so dramatically altered that their audiences may 
have trouble recognising their relationships to the original at all. Moreover, where The 
Taming of the Shrew is arguably about controlling head-strong women; 10 Things I 
Hate About You, can be seen as a pro-feminist text with its gutsy lead female character. 
Thus the transformation actively challenges the social and cultural values of the original 
text.
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4. Give two examples of 1lms that have realised classic texts?

5. What is the difference between a realisation and a transformation?

6. Find examples online of classic texts that have been realised for audiences in different
cultural and political contexts.

7. How could you, as a director, realise the text you are currently studying in drama for a
contemporary audience?
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8. Creon and Arturo Ui are both classic tyrants with unregulated power. Name some current
political leaders who could symbolise tyrannical leadership in a contemporary adaptation
of these texts?

9. The Resistible Rise of Arturo Ui was set in Chicago’s gangland district and Antigone is set
in front of the palace of Thebes in Greece. What contemporary settings might make ideal
backdrops for the realisation of these texts?

10. In the space provided draw a costume and set design for one major scene and character in
your realisation of a dramatic text. See examples below:

Example
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Example
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Floor plans and elevations 

What is physically in your space?
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 Example
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Ideas:

Costume design
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1.2 SUBTEXT 

Subtext is de1ned in the Drama ATAR syllabus as the meaning or narrative that underlies the 
main action of a drama. It may be evident through the voice or non-verbal communication and/
or the design of a drama. The subtext might never be openly stated or revealed.

1.3 CONTEXT 

In drama we examine a text’s context, that is: the history, location, culture, economics, 
relationships, politics and beliefs, attitudes and values related to a character or text will provide 
contextual knowledge.  You should also be aware of the context of contemporary social and 
cultural values, in addition to historical and cultural contexts.

1.4 FORM 

Is a broadly inclusive term: it includes the genres (different types of drama) such as live theatre, 
radio, television and 1lm drama, opera, puppetry and mime. ‘Drama forms’ also refers to the 
structure of drama where aesthetic principles and practical choices shape the drama resulting in 
a focus on tragedy, comedy, tragic-comedy, farce, melodrama, or history. 

Dramatic structure includes the broad categories of representational and presentational or non-
realistic drama and their relationship to linear and non-linear narrative structures. Structure, 
techniques and conventions are relevant to chosen drama form or style’s approach. This includes 
approaches to structure as follows:

• Episodic structure: the action of a drama is broken into smaller scenes often with the
rapid development of narrative elements. These scenes move between settings, groups of
characters

• Well-made play: expanding on the work of Aristotle’s poetics, this structure featured a
careful construction of an exposition, a rising conDict that increases in complexity and
dramatic tension, a climax close to the end of the play, a denouement in which key events
are ‘explained’ or unpacked for the audience and conclusion that may include a life ethic
or moral for the audience.

1.5 STYLE 

Style in drama refers to the distinctive identifying elements of particular dramatic texts. There are 
three dimensions of style: historical, performance and personal style. 

• Historical style: refers to the distinctive uses of language, approaches to subject matter,
themes, characterisation and dramatic action that can be linked to particular times and
contexts. For example, Theatre of the Absurd, Theatre of Realism.

• Performance style: refers to the ways of approaching dramatic text in performance – two
major performance styles are representational and presentational styles. (See Presentational
Drama and Representational Drama)

• Personal style: the distinctive use of voice, posture, gesture and body that can be associated
with a particular actor or director. Style can be observed in performances, direction, design
and the application of conventions to dramatic texts. This includes the work of particular
practitioners like Bertolt Brecht, Robert Wilson and Barbara Kielhofer.
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De1ne the following terms:

1. Subtext

2. Context

3. Form
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4. Style
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2
APPLYING PSYCHOLOGICAL AND PHYSICAL 
APPROACHES

What does it mean to apply psychological and physical approaches to the realisation of dramatic 
texts? What is the difference between a psychological and a physical approach? A psychological 
approach is a methodology for interpreting and producing dramatic texts to achieve a particular 
style and form of performance.

The two major approaches examined in the ATAR drama syllabus are physical and psychological 
approaches. To apply one of these approaches to a dramatic text is to use their concepts, ideas 
and methods when producing or performing in dramatic works. So as an actor performing using 
David Mamet’s approach to performing a role you might try to focus on the essential action 
of what your character wants. Alternatively, using a physical theatre approach, such as that of 
Jacques Lecoq, you might start by trying to build an awareness of your body, especially tension, 
to allow yourself to commit fully to the physical and emotional qualities of the character.

2.1  PHYSICAL THEATRE APPROACHES  

Frantic Assembly, Complicité, Anne Bogart, Tina Landau, Tadashi Suzuki, Rudolf 
Laban, Jacque Lecoq and Steven Berkoff

Physical theatre has its roots in dance and Asian theatre and has a focus on the body and 
movement. Physical theatre approaches are de1ned in the ATAR Drama syllabus as representing 
the work of practitioners and companies who favour physical forms of communication to 
communicate narrative and non-narrative theatre performances. Their work is focused on 
exploring devised performance and/or original works that challenge traditional approaches to 
spaces of performance and audience theory. Physical Theatre is a type of performance where 
physical movement is the primary method of storytelling; as opposed to, for example, text in 
a play or music and lyrics in an opera. It may also incorporate other techniques such as mime, 
gesture and modern dance to create performance pieces. Physical Theatre often has little or no 
dialogue, as the movement is the main focus of the performance. These approaches include the 
work of Zen Zen Zo, Frantic Assembly, Complicité, Anne Bogart and Tadashi Suzuki, Rudolf 
Laban, Jacque Lecoq and Steven Berkoff. 

Well known theatre companies who use physical theatre in their work, such as DV8, Complicité or 
Frantic Assembly, have developed diverse individual styles of Physical Theatre in their approaches. 
For example, some of DV8’s work involves no dialogue onstage. DV8 use movement, music, 
mime and voice-over all working together to tell a story. Alternatively, a production such as 
Frantic Assembly’s ‘Othello’ is a performance which uses a Shakespearean text as the foundation, 
and physical theatre alongside the text to develop the narrative. In the moments of violence in 
Othello, instead of creating naturalistic ‘1ghting,’ the company used a hybridised version of stage 
1ghting and stylised physical movement. In physical theatre moments of movement are often 
interspersed in between scenes to further the narrative. Similarly, they could use a sequence of 
movement that suddenly interrupts a scene. In some physical theatre the characters in a play all 
use stylised gestures throughout an otherwise naturalistic play.
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ANNE BOGART

Physical theatre practitioner, Anne Bogart is an American theatre director who has staged almost 
a hundred plays during her work as a teacher in many universities, academies and conservatories 
across Europe and the USA. She has published books and essays on theatre. She is co-founder of 
the Siti Company together with Tadashi Suzuki and has since been its artistic director.

She is most well-known for her Viewpoints method of actor training. The Viewpoints is essentially 
a method to practice spontaneity. Bogart’s system integrates two approaches. She incorporates 
the Suzuki method of actor training, which is very rigorous and repetitious, similar to doing 
barre work in ballet. The Viewpoints is inherently more improvisational. There is an emphasis 
on lightness and quickness, and the ability to respond to other actors on stage in a manner 
similar to how dancers use kinetic energy.

EXAMPLE 1

Zen Zen Zo’s strikingly physical realisation of The Tempest (2009) uses Butoh (a form 
of Japanese dance theatre) techniques, including a Butoh Caliban. Physical theatre can be 
separate from the spoken word or united with it to expand and discover its meaning. It 
may well be devised or contain substantial elements of work beyond the printed script. 
These elements could be other art forms such as music, dance, and audio-visual technology. 

When using a physical theatre approach, you could use a mixture of elements that may 
also be combined with script. For example, the actor could interact with the audience 
in a way that challenges the ‘fourth wall’, making the audience a participant in the 
action. It is not unusual for physical theatre to actually encourage or demand audience 
collaboration.
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TINA LANDAU

Tina Landau (1962–) is an American playwright and theatre director. Known for her large-scale, 
musical, and ensemble-driven work, Landau’s productions have appeared on Broadway, Off-
Broadway, and regionally, most extensively at the Steppenwolf Theatre Company in Chicago 
where she is an ensemble member.

The Viewpoints (Anne Bogart & Tina Landau)

The Viewpoints originated from the Post Modern dance movement and was originally created by 
dance choreographer Mary Overlie who used it for improvisational acting.  Overlie conceived of 
6 viewpoints: space, shape, time, emotion, movement and story. Anne Bogart and Tina Landau 
expanded on these viewpoints of improvisation and created 9 viewpoints for stage acting. They 
focused on different factors relating to space and time, enabling actors to focus on physical 
acting in an intuitive manner. It also allows ensemble acting to naturally germinate. 

Anne Bogart’s improvisational yet highly regimented theatre training technique, turns the 
Method inside out, focusing on the speci1c interactions and spatial relationships between actors 
rather than the individual’s inner psychological journey. The Viewpoints is an improvisational 
system that trains an actor to use their body in time and space to create meaning. They are points 
of awareness that a performer or creator has while working. They provide a vocabulary for 
thinking about and acting upon movement and gesture. Actors will make offers, accept offers, 
extend moments (such as repeating a gesture or a shape) and advance the scene. It is through this 
improvisation that they create dramatic meaning.

The Viewpoints represent not only a physical technique but also a philosophical, and aesthetic 
approach to many aspects of their work. In Bogart’s realisation of Antigone (translated by Jocelyn 
Clarke, 2009) the set is a square table and the actors are dressed in corporate suits minus footwear. 
They present their monologues cleanly, with little fuss, and then, when conDict intensi1es, Kreon 
(Stephen Duff Webber) pulls his hand back and with an abstract symbolic gesture mimes a slap, 
which is punctuated with a SFX slap. These mannered, mock-violent gestures are a metaphor for 
the entire style –  deliberate, subtle and kinaesthetic.
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The Nine Viewpoints:

Viewpoints of Space
1. Spatial Relationships
2. Architecture
3. Floor Pattern

Viewpoints of the Body
4. Shape
5. Gesture

Viewpoints of Time
6. Kinaesthetic response
7. Repetition
8. Duration
9. Tempo

1. Spatial Relationships

• The distance between things on stage, between one body and another or between a body
and an object or piece of architecture.

• Consider: groupings
proximity

2. Architecture

• The physical environment in which you are working and how the awareness of it effects
movement.

3. Floor Pattern

• The pattern created on the Door as the actor moves through the space; determines how the
actors get from one place to another.

4. Shape

• The contour or outline the body (or bodies) make in space.

• Shapes can be broken into: lines, curves or a combination of lines and curves

• Shape can be stationary or moving through space

• Shape can be made:

• with the body in space

• the body in relationship to architecture making a shape

• the body in relation to other bodies making a shape.

5. Gesture

• A movement involving a part or parts of the body. Gesture generally involves parts of the
body (e.g. face or hands) whereas shape generally involves the whole body.

• Gesture has 3 categories:

• Daily life (behavioural e.g. scratching/snif1ng)

• Stereotypical (cultural e.g. saluting)

• Expressive (abstract)

6. Kinaesthetic Response

• A spontaneous physical reaction to something which occurs outside you; the impulsive
movement which occurs from stimulation of the senses.

• This viewpoint holds the viewpoints improvisation together

7. Tempo

• The rate or speed at which a movement occurs; how fast or slow something happens on
stage.
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8. Duration

• How long a movement or sequence of movements continues.

9. Repetition

• Repeating something on stage. It can be an exact copy or it could be a variation.

• Variations on repetition:

• Exact Transfer (a movement or gesture is applied to another person or context)

• Transform (a movement is transformed into something different but from the same
source idea e.g. the action of bouncing a ball becomes the action of 1ngers running
through mud)

• Recycling (repeating a moment, movement or gesture later in the Viewpoints session –
serves as a unique vocabulary for the session)

Later Bogart added the Vocal Viewpoints to her theory that include Pitch, Dynamic, and Timbre.
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REVIEW QUESTIONS

1. Who was Anne Bogart and what were her formative inDuences?

2. What is the difference between Bogart’s Viewpoints and the Suzuki method?

3. Find examples of how Bogart uses Viewpoints in her realisation of Antigone?

4. How could you as an actor use Bogart’s Spatial Relationships to rehearse a section
of the text you are currently studying in drama?
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5. How could you use repetition and tempo when rehearsing a scene from the text you
are studying in drama at the moment?

6. How could you, as an actor, use Bogart’s Shape as a rehearsal process to develop a
character from the text you are currently studying in drama?

7. How could you, as an actor, use Bogart’s expressive Gesture to develop a critical
moment for your character from the text you are currently studying in drama?

8. How could you, as an actor, use Bogart’s Proximity to develop tension between
characters in a scene from the text you are currently studying in drama?
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9. Create a mnemonic to remember The 9 Viewpoints.

10. In the space below draw a diagram of the Door pattern your character uses to move
through the space in one key scene of section of the text you are studying in drama.
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TADASHI SUZUKI – JAPAN

Tadashi Suzuki (1939–) is a physical theatre practitioner working out of Toga, Japan. He co-
founded the Saratoga International Theatre Institute in New York with Anne Bogart. He is the 
creator of the Suzuki Method of Actor Training. Suzuki has outlined his theories in a number 
of books including Culture is the Body. Suzuki writes, ‘a cultured society is one in which the 
perceptive and expressive abilities of its people are cultivated through the use of their innate 
animal energy. Such animal energy fosters the sense of security and trust needed for healthy 
communication in human relationships. Animal energy here refers to the organic physical energy 
supplied by human beings, horses, oxen and the like; while non-animal energy refers to electricity, 
petroleum, nuclear power etc.

The Suzuki method of acting, developed by Tadashi Suzuki, is one of the most commonly taught 
acting methods in the United States. It has been taught at schools such as Julliard and Columbia 
and has been gaining popularity with the Royal Shakespeare Company. The Suzuki method 
works to build an actor’s awareness of his body, especially his centre or core. The method uses 
exercises that are inspired by Greek theatre and martial arts and require great amounts of energy 
and concentration. They result in the actor becoming more aware of his natural expressiveness 
and allow him to commit more fully to the physical and emotional requirements of acting.

The Suzuki Method of Acting is based on the following three ideas:

1. To act, one must have a point of view.

Acting thus tries to convey a particular point of view, derived from an investigation of human 
behaviour and relationships. An actor’s performance is driven by a desire to make others re-
evaluate the world and perceive it anew, both collectively and as individuals. Thus, either for 
their own sake or on behalf of a particular group, the actor incarnates the written word via a 
physical and vocal exploration that follows a speci1c set of rules. If this effort succeeds in sharing 
a unique point of view on the written text with many people, we call it acting. In this way, 
performance is based on the presence of the “other”, and the higher the actor’s need to involve 
others in achieving his or her goal, the more intense their actor’s awareness becomes.

Acting’s origins can be traced back to Ancient Greek religious rituals that emphasized commonality. 
The Ancient Greek and Nô traditions are good examples of this sort of evolution, not unlike 
what a child experiences as it grows up and separates from its parents, gaining a deeper sense of 
itself through encountering conDicting social structures and belief systems. Ultimately, acting is 
derived from a similarly developed evaluation/awareness of society.

2. For acting to begin, one must have an audience.

A heightened awareness of displaying one’s body and communicating written language can only be 
achieved when another person observes it. Even though actors may not be able to see themselves 
or the others sitting in front of them, they can still be aware of a presence – be it human, animal 
or god – that is watching their movements and hearing their language. Once actors perceive this 
presence outside of themselves in space, they quickly form a desire to communicate their point of 
view, stimulating this presence with a written text made Desh through physical and vocal craft. 
When the accumulation of these efforts is distilled into a clear, effective form, acting begins. 
Thus, for performance to take place, the presence of the other is indispensable. Nowadays this 
other’s existence is referred to as “the audience”.

3. To sustain acting, an awareness of the invisible body is required.

An actor must learn to consciously control the key physical functions required to achieve one’s 
daily needs, the most important of which are (1) energy production, (2) breath calibration and 
(3) centre of gravity control. Essentially the same principle can be applied to acting on stage.
Through disciplined, integrated development of these three parameters, the body gains strength
and agility, the voice acquires range and capacity and an awareness of the “other” grows. Such
work develops the expressive potency needed to transmit the actor’s point of view. It follows,
then, that the core requirements for the art of acting lie in disciplines created to deepen an
awareness of these three crucial, interrelated, “invisible” phenomena.
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Suzuki Method of Actor Training Exercises

Tadashi Suzuki came up with this extremely physical regime, which trains actors to work from 
their core and builds discipline, strength, and focus. The rigorous practice draws on martial arts 
inDuences and those of Japanese Noh, Kabuki, and the ancient Greek chorus. Suzuki teaches that 
acting “begins and ends with the feet”; numerous exercises include controlled (and repetitive) 
forms of stomping and squatting that create a connected centre and bring the body to the brink 
of exhaustion. 

Suzuki uses four basic centre of gravity movements, sitting and standing statues, slow tenteketen, 
stomping, Shaku-Hachi and the 10 walks. Many of these exercises have voice layered in to the 
activity once it is learnt. Stomping is very exhausting and requires correct technique not to injure 
oneself.

The Basics

There are four basic centre of gravity movements done in a bent-knee position, which lowers the 
centre of gravity and creates a tension between the lower body (which is always working) and 
the upper body (which is calm and serene). Stomping challenges the actor to move their centre 
of balance left and right with no evidence of strain or bobbing. Basic movement number two 
is about moving the centre of gravity forward. After stomping the left and right foot, the right 
slides forward and the centre of gravity should shift with it and so forth. In the third series of 
movements you start with your feet in a v-position with the toes of the right foot pressed into the 
arch of the left foot to create slow tense forward movement. The fourth basic centre of gravity 
activity starts with the back to the audience in a bent knee position. Upon instruction, hearing a 
stick hit the Door, the actor stands and spins to the right facing the front.

Slow Tenteketen

The slow tenteketen is a controlled very slow walk across the Door to music.

Statues

There are two types of statues – sitting and standing. Standing statues involves going from a 
neutral bent-knee squatting position to a free form full body pose upon command. Sitting statues 
begins in a neutral sitting foetal position. There are three sitting positions: leaning back and 
lifting the feet off the Door; leaning back and extending the legs forward together and lastly 
leaning back and extending the feet forwards apart.

Shaku-Haci

This in an exercise where the actors spend three minutes stomping and then at a predetermined 
point in the music everyone must reach a point in the room and fall to the ground at the same 
time. After a moment pipes sound and each participant rises at their own pace. This enables 
actors to work as an ensemble.

10 Walks

Actors form a line, the music is played and one after another they cross the room doing the 
following walks:

1. Ashibumi – foot stamping

2. Uchimata – pigeon-toed walk

3. Waniashi – bow-legged walk – called crocodile feet

4. Sotomata – outward walk

5. Tsumasaki – tiptoe

6. Yokoaruki No.1 – side step walk

7. Yokoaruki No.2 – side step walk and foot stamp
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8. Ashi o horu – throwing the feet

9. Suriashi – sliding walk

10. Shikko – squat walk

Voice

Once the actors have harnessed the tension of their lower bodies through the physical activities 
above and have become competent in the various movement sequences they are called to ‘speak’.  
At certain times in the movements they are required to pause in place and then recite the text in 
unison as a chorus. In the Suzuki method the voice is not about going into the psychology of the 
text like Stanislavski, it is about saying the lines with intention.

Conclusion

Tadashi Suzuki’s Method of Acting conforms to non-realism as an acting style and the core of 
his method stems from the high Japanese acting traditions of Noh and Kabuki and Butoh as 
well. The training and instruction is notably Japanese, such as with the stick hitting the Door for 
commands. It is a way for performers to develop skills in expression. Working with a vocabulary 
of formal exercises helps actors to control their physicality and work as an ensemble. Performers 
learn to master their centre of gravity and thus developing a strong platform or speech. Concepts 
like animal energy, focus and maintaining concentration, breathing, stability, the ‘grammar of 
the feet’ and the ‘mythic in theatre’ are key tenants of the technique.
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REVIEW QUESTIONS

1. Who was Tadashi Suzuki and what inDuenced his approach?

2. Why does the actor have to have a point of view on the text they are performing and
a particular audience in mind in the Suzuki method?

3. What are the three key functions of the invisible body the actor must have an
awareness of?

4. What techniques could you as an actor from Suzuki’s Method of Acting as a rehearsal
technique to develop an awareness of your core?

5. As a director what techniques from Suzuki’s Method of Acting could you use as a
warm-up to develop focus and control with your actors?
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2.2  PSYCHOLOGICAL APPROACHES 

Constantin Stanislavski, Maria Knebel, Sharon Marie Carnicke, Uta Hagen, Rudolf 
Laban, Robert Cohen and David Mamet

CONSTANTIN STANISLAVSKI

The most well-known practitioner of the psychological approach is Constantin Stanislavski. 
Stanislavski’s approach is rooted in psychology and the subconscious mind. Stanislavski’s 
psychological approach embodies the “art of experiencing,” which should help actors produce 
subconscious actions and experiences on stage. In rehearsal, actors should search for truth to 
their actions – why a character acts the way he does, what motivates him to pursue different 
paths, what desire does he have from an engagement etc.

Stanislavski argued that an actor must feel how the character does every time they go on stage. 
To this extent, the art took on a highly rigorous and psychological frame that served to do away 
with Classical acting, focussed on projection and dramatic actions. Stanislavski called the latter, 
the “art of representation” – the idea that an actor is just putting on an emotion, instead of being 
immersed in it. 

Stanislavski insisted that an actor was either driven by emotions or by the mind to choose 
physical actions. This in turn aroused the ‘will’ of the actor to perform the given actions. Thus, 
the ‘will’ became activated indirectly through either emotions or the mind.  Thus, the ‘will’ or 
motivation was in the subconscious. Thus, ‘motivation’ looks backwards into psychology and 
the past, while ‘objective’ looks forward towards an action. Motivation then becomes extremely 
important in psychological realism which is based on subtext and hidden meanings. 

Theatrical styles before realism (and before psychology), did not focus on motivation in 
characterization. Shakespeare’s characters, for instance, did not exist before the play, i.e., they had 
no history prior to the script. Hence, they did not use motivation. The same can be said for certain 
avant-garde and post realistic drama. In Beckett, for instance, characters have no ‘motives,’ but 
they do have objectives. Motivation, therefore, is a product of modern psychological inDuence 
in acting. 

While working on the ultimate training system for actors, Stanislavski noticed a gap between the 
physical and mental behaviour of the actor on stage, as well as between the physical and mental 
preparation in the actor’s work on the character. He noted that actors spent long days working 
internally and emotionally, and then tried to create a physicality in the character. By that time 
however, it was too late for organic physical work. This was due to the fact that the internal 
emotional choices of the actor had already found a physicality that was most likely to be small, 
unoriginal and lacking in theatrical form. 



37

Stanislavski realized that the physical life and psychological processes that the actor underwent, 
needed to be explored simultaneously, because they were interdependent. This led him to the 
simple, yet radical discovery that emotions could be stimulated through physical actions. This 
move from ‘Emotional Memory’ to his ‘Method of Physical Actions’ was an important shift in 
actor training at that time. It met with much resistance in Russia at the Moscow Art Theatre, and 
was resisted even more by acting students in the United States.

MARIA KNEBEL 

Maria Osipovna Knebel (1898–1985) studied acting and directing with three major 1gures from 
the Moscow Art Theatre – its founders (Konstantin Stanislavsky and Vladimir Nemirovich-
Danchenko), and the actor and playwright Michael Chekhov. Knebel synthesised their work and 
was a great champion of Stanislavsky’s last rehearsal technique, Active Analysis. Through Active 
Analysis actors embody a play by exploring its conDicting vectors of action and counteraction in 
improvisations. Close examination of the play’s text also accompanies the improvisatory work. 

Knebel focused intensely on close textual analysis. In rehearsal, Knebel was known for asking 
actors the following questions: How do the playwright’s words create dramatic style? Why 
do characters speak these words and not others? Answers to such questions became the basis 
for improvisations; and improvisations, in turn, prompted new questions. Knebel had learned 
from Michael Chekhov to trust imaginative improvisation and from playwright Nemirovich-
Danchenko to read plays as closely as others read poetry. As she explained, ‘I understood that 
the method of Active Analysis strengthens the improvisatory nature of the actor, helps uncover 
the actor’s individuality, and cleans the dust of time off literary works with wonderful images and 
characters in them’. Knebel used Active Analysis as her primary ‘path in art’. 

The Knebel Technique 

Knebel developed her own unique approach to theatre by synthesising theatrical principles she 
had encountered in the Moscow Art Theatre tradition. Knebel learned directly from Stanislavsky’s 
rehearsal of texts through Active Analysis. She saw that Stanislavsky had designed his last 
theatrical experiments ‘to create for the actor an improvisatory state of mind and body within 
the rigid framework of 1rst-class dramatic material’. From Michael Chekhov she learned that 
acting is deeply improvisatory and inseparable from the actor’s imagination. He taught her that 
in any performance, however carefully scripted and blocked it may be, an actor can still retain 
an improvisatory approach toward the role, what she would call the actor’s ‘improvisatory state 
of mind.’ She believed that Chekhov was a genius of improvisation. ‘One of the secrets of his 
art,’ she observes, ‘and, in fact, the most important principle behind creativity, is the actor’s 
improvisatory state of mind in the role’. Moreover, she understood that this state of mind springs 
from the actor’s imagination.  Chekhov taught Knebel to free her own imagination to prompt 
creativity within the limits of written texts and tightly directed productions. 
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Knebel learned from Nemirovich-Danchenko that an actor must engage in close reading of great 
literature to enhance the imagination.  Through Active Analysis she watched actors delve deep into 
the text as they rehearsed. By improvising the dynamic structures of actions and counteractions 
that undergird dramatic scenes, actors discover the need for dramatists’ words; in effect, they 
write the play anew every time they perform. When Knebel tells actors that they ‘draft’ and ‘re-
draft’ their performances through their improvisations (Knebel 1971: 53), she encodes this deep 
insight in the language of her technique.  Knebel states, ‘In my own work, I could not separate 
Stanislavsky and Nemirovich-Danchenko,’ and ‘over the years their teachings became more and 
more interconnected’.

In rehearsal, Knebel begins by interrogating Stanislavsky’s notion of the ‘super-superobjective’ 
(or the ‘super-supertask’) because she believes that no theatrical work of value can be conducted 
without answering a single foundational question: ‘Why stage this play today?’. Knebel then 
spends signi1cant time developing skills of ‘observation’ and ‘concentration.’ She focuses 
especially on how an actor’s ‘objects of attention’ can be simultaneously ‘outer’ (material and 
physical) and ‘inner’ (mental, psychological, and spiritual). Moreover, as she teaches students to 
identify and attend to the many points of focus in any given scene, she also asks them to select 
from these many ‘objects of attention’ a single ‘main object.’ She takes this latter term from 
Nemirovich-Danchenko’s idea that every scene has a ‘main object’ that can be distinguished from 
the many secondary ones that also vie for an actor’s attention during performance. By asking 
students to distinguish a ‘main object,’ Knebel helps them isolate what is most important in a 
given scene, and thus she trains them to tell dramatic stories cleanly and clearly.

Knebel’s exercises on ‘communication’ depend upon the idea that people send and receive invisible, 
but palpable rays of energy whenever they communicate with each other. Both Stanislavsky and 
Michael Chekhov had used this notion of ‘radiation’ to great effect. In fact, we know many of 
their exercises on rays because Knebel taught them. In addition, she also used exercises where the 
actor tosses a ball to her partner as she speaks, and the partner throws it back as he answers. The 
different ways in which the ball can be thrown make students physically aware of the dynamics 
of their interactions. She borrowed  this exercise from Michael Chekhov.

Knebel also focused on the ‘tempo-rhythm,’ which she learned from Stanislavsky, where actors 
experience how changing perspectives on time can evoke different emotional sensations. Thus, 
she would ask students to perform simple activities (combing their hair, buttoning a coat, etc.) 
using different speeds and varying rhythms. 

Knebel added her own visual imagination and psychophysical sensibility to her rehearsal 
technique. Knebel asks students to connect their characters’ thoughts to: ‘the given circumstances’ 
of the play, the character’s physical state during the thought process, the scene’s ‘tempo-rhythm,’ 
etc. ‘A person’s train of thought,’ she notes, ‘always depends upon a whole series of issues, 
each in its turn inDuencing physicality and behaviour’. Active Analysis consists of an objective 
‘examination of the facts’ of the play. This includes historical research and close readings of 
each scene for its dynamic structure. Through Active Analysis actors determine how a scene’s 
main ‘event’ is created by the collision of an impelling ‘action’ and a resisting ‘counteraction.’ 
Knebel insists that actors pay strict attention to how characters speak, what style of language 
the playwright uses, and how speci1c words in the text can prompt the imagination. 

Knebel’s method centres around ‘études’ (French for ‘studies,’ or, in more common theatrical 
language, ‘improvisations’), through which actors test their discoveries and hypotheses about 
the play. Before memorising a scene, the actors improvise its dynamic structure of ‘action’ and 
‘counteraction’ in order to see whether the ‘event’ that they expect will indeed occur. In their 
‘études’ they sometimes paraphrase, sometimes perform silently, and sometimes use fragments of 
text that they remember. If their improvisation does not result in the appropriate ‘event’ they re-
examine the facts and try another ‘étude.’ When the ‘event’ does occur, they further re1ne it through 
a re-examination of the facts. They repeat this oscillation between text and improvisation until the 
playwright’s words, rhythms, images, and style emerge from their work. Knebel notes that études 
‘teach actors to be bold, to use speci1c actions, and to welcome sudden and unexpected reactions. 

While Active Analysis has become Russia’s gold-standard for acting and directing, it remained 
little known in the United States, in part due to the predominance of the American Method 
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(founded on Stanislavsky’s earlier work) and in part due to the lack of translations of Knebel and 
Stanislavsky’s writings in English. Sharon Marie Carnicke learned Active Analysis from Knebel, 
her assistants in Moscow, and transcripts of Stanislavsky’s last rehearsals. Carnicke was also the 
1rst to publish about Knebel in English and now world-renowned for teaching Active Analysis 
in the United States.

SHARON MARIE CARNICKE

Sharon Marie Carnicke, Professor of Theatre Critical Studies at the University of Southern 
California, incorporates Stanislavsky and Knebel’s Active Analysis in her approach. Carnicke 
conducts master classes in the United States and globally at such institutions as the National 
Association of Acting Teachers, the National Academy of the Arts (Norway), MetodiFestival 
(Italy), NIDA (Australia) and The Moscow Art Theatre School. Her work with scientists 
has applied active analysis to the study of emotional expression through motion capture and 
interactive digital storytelling. She is also the founder of the Stanislavsky Institute for the 21st 
Century.

For Carnicke, Active Analysis is a distinct approach to rehearsal for actors. Instead of 1rst 
memorizing lines, actors explore the interactive dynamics of a story by means of improvisations, 
or etudes. As actors test the actions and counteractions that tell the story, they come to need 
their lines. She notes that through Active Analysis, actors paradoxically step away from a text in 
order to learn it. It is analysis because actors analyse the play by exploring its interactive options 
through their etudes. It is active because, from the 1rst rehearsal to the last performance, actors 
are on their feet, actively engaging with each other and with the text. According to Carnicke, 
Active Analysis is a comprehensive approach because the etudes help actors activate all aspects 
of themselves simultaneously – mind, body, and spirit. Thus, Active Analysis produces dynamic 
performances and actors who are Dexible, spontaneous, and imaginative.

UTA HAGEN

Uta Thyra Hagen (1919–2004) was a German-American 
actress and theatre practitioner in New York. After 
a successful acting career on Broadway, she became a 
highly inDuential acting teacher at New York’s Herbert 
Berghof Studio. Her most well-known contributions 
to theatre pedagogy were a series of “object exercises” 
that built on the work of Stanislavsky and Yevgeny 
Vakhtangov. Hagen’s approach used the principles from 
Stanislavsky’s System to develop practical tools for actors. 
She developed acting techniques such as substitution, 
transference, speci1city, authenticity, and preparation, 
all based on Stanislavsky’s System. Hagen’s techniques 
became popular among actors because they linked the 
internal (representational) and external (presentational) 
aspects of an actor’s work. Her methods reinforced skills 
of self-observation and reDection – which she insisted 
were paramount for enabling actors to observe human 
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behaviour so that they could recall it onstage when in role. Hagen’s approach encourages 
actors to avoid over-intellectualizing their processes and instead root themselves in the rigorous 
observation of daily life. The 1ve key elements of Hagen’s technique are substitution, transference, 
speci1city, authenticity, and preparation.

• Substitution: Hagen’s substitution is a variation of emotional recall. But unlike Strasberg’s
method which asks actors to mentally recreate the emotional conditions of their lives
onstage, Hagen’s technique focuses on pinpointing moments where activities or sensations
from an actor’s lived experience intersect with the scene at hand. For Hagen, substitution
is more about the actor convincingly putting themselves in the circumstances of the
performance, rather than importing their own life’s de1ning moments into their work.

• Transference: The actor’s duty, according to Hagen, is to 1nd their relationship to
the character based on their own experience and perspective – a process she terms
“transference.” Hagen is also very clear that an actor should never substitute circumstances
on stage that they’re uncomfortable talking about or exploring publicly.

• Speci1city: Hagen taught that an actor knows what to do and how to behave on stage by
interacting with objects that would realistically be in the environment of the scene. Hagen
insisted actors rehearse with the speci1c props that they would use in the 1nal performance
and visualize speci1c objects when looking at blank walls or into the audience.

• Authenticity: In her studio, Hagen pestered students to fully utilize props, costumes, or
even architectural features of the venue to motivate authentic action. During scene work,
Hagen’s students always had a pile of props and furniture on the stage because it was their
relationship to objects that manifested in naturalistic behaviour.

• Preparation: Hagen asserted that developing authentic behaviour and performing a role
Duently requires rehearsal. She believed that a two-minute exercise based on an actor’s life
required at least an hour of rehearsal. Hagen created a series of exercises to help actors
observe human behaviour and recreate it on stage to assist with preparation.

Uta Hagen’s acting exercises

• Basic Object Exercise: Sometimes called “two minutes of daily life,” this exercise requires
the actor to replicate activities from their own daily routine in speci1c detail (think making
breakfast or getting ready to go out). The goal of this exercise is to increase the actor’s
awareness of their un-observed behaviour.

• Three Entrances: Starting off-stage, the actor enters the environment of the scene. The
actor’s performance should answer three questions: What did I just do? What am I going
to do? What is the 1rst thing I want?

• Immediacy: Hagen asked actors to search for a small object that they need. You can
perform the exercise on a set or in your home. As you search, you should observe the
behaviour and thoughts that arise as you authentically try to 1nd something. The objective
is to identify the thoughts, behaviours, and sensations you experience when you genuinely
don’t know the outcome, so you can use them on stage.

• Fourth Side: This exercise starts with a phone call to a person you know. You should call
them with a speci1c objective in mind. During the conversation, Hagen wants you to focus
on your surroundings and the speci1c objects that your eyes rest on. The purpose is to help
actors observe how they interact with all dimensions of an enclosed physical space so they
can recreate the feeling of privacy on stage.

• Endowment: This exercise is designed to help actors apply their observed behaviours to
endow props with qualities that they cannot safely have on stage. Hot irons and sharp
knives are typical examples. The Endowment exercise asks actors to believably treat
objects on stage as though they have the qualities the actor needs in a scene.

Uta Hagen’s exercises are her greatest gift to actors working today. She developed them between 
Broadway jobs to solve some acting problems that she had never seen anyone tackle to her 
satisfaction. The result is that Hagen’s exercises give actors a way to observe human behaviour 
and catalogue it so they can recall it onstage when it is useful in a role.
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Uta Hagen’s 9 questions

Uta Hagen’s original nine questions are: 

1. Who am I? This question’s answer includes all relevant details from name and age to
physical traits, education, and beliefs.

2. What time is it? Depending on the scene, the most relevant measure of time can be the era,
the season, the day, or even the speci1c minute.

3. Where am I? This answer covers the country, town, neighbourhood, room, or even the
speci1c part of the room.

4. What surrounds me? Characters can be surrounded by anything from weather to
furnishings, landscape, or people.

5. What are the given circumstances? Given circumstances include what has happened, what
is happening, and what will happen to a character.

6. What are my relationships? Relationships can be with other characters in the play,
inanimate objects, or even recent events.

7. What do I want? Wants can be what the character desires in the moment, or in the overall
course of the play.

8. What is in my way? This is the actor’s chance to understand the obstacles the character
must react to and overcome.

9. What do I do to get what I want? In Hagen’s teaching, “do” means physical action.

Uta Hagen’s nine questions help actors develop the granular details of their character’s backstory. 
The questions come from Hagen’s 1rst book, “Respect for Acting,” though in her later book, “A 
Challenge for the Actor,” she condensed her original nine questions to six steps.

Uta Hagen’s revised six steps to building a character are: 

1. Who am I?

2. What are the circumstances?

3. What are my relationships?

4. What do I want?

5. What is my obstacle?

6. What do I do to get what I want?

Later in her life, Hagen distanced herself from her 1rst book and encouraged her students to rely 
on her second book, which she felt was clearer about her concepts. Both books are popular with 
acting teachers and students today, however. Hagen’s questions and steps are the foundation for 
all of her acting exercises. Whether you rely on the nine questions or the six steps depends on 
personal preference. 

RUDOLF LABAN

Rudolf Laban (1879–1958), was an Austro-Hungarian, 
German and British dance artist, choreographer and dance 
theorist. He is considered the father of expressionist dance, and 
a pioneer of contemporary dance. His approach includes Laban 
Movement Analysis (a way of documenting human movement) 
and Labanotation (a movement notation system). 

Laban Movement Analysis (LMA) is a means of 
conceptualizing, describing, and assessing the ways that 
humans move their bodies. Although it is most often used 
by dancers, choreographers, and dance theorists, LMA is 
also used by actors and acting coaches to help performers 
understand expressive choices and embody their characters. 
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LMA has been used for more than half a century in actor training. Practitioners such as Jean 
Newlove, Yat Malmgren, Geraldine Stephenson, Brigid Panet, and Joshua Luckens have used 
LMA to teach actor movement classes.

Laban categorized movements using Eukinetics, or Efforts, and Choreutics, or Space Harmony. 
His work was carried on, particularly by Bartenieff and Ullmann, and situated into these categories: 
Body, Effort, Shape, and Space. These categories are often referred to using the acronym BESS.

Body

This refers to what the physical form itself is doing – such as movement independence or 
interconnectivity – and how movement transfers from one part of the body to the next. 

Effort

Laban named eight different types of ways that movement creates sensation or feeling. These 
Efforts are broken down into the motion factors of space, time, weight, and Dow: essentially, 
the ways that your body moves through the world. He further developed two elements for each 
Effort to describe their qualities: space (or direction) is either direct or indirect; time (or speed) 
is either quick or sustained; weight is either heavy or light; and Dow is either bound or free. The 
eight Efforts acting techniques are:

• Dab: direct, quick, light, bound

• Float: indirect, sustained, light, free

• Press: direct, sustained, heavy, bound

• Wring: indirect, sustained, heavy, bound

• Glide: direct, sustained, light, free

• Punch: direct, quick, heavy, bound

• Slash: indirect, quick, heavy, free

• Flick: indirect, quick, light, free

Laban asserted that each Effort conveys a special emotive quality. For example, Doating might 
indicate that someone feels on top of the world. Alternatively, slashing implies a feeling of upset, 
even anger.

Shape

This covers how your body alters its form and why. The subcategories include: 

• Shape forms: your body’s stationary shapes

• Modes of shape change: how your body interacts with its environment. Modes include
“shape Dow,” or your body’s connection to itself; “directional,” or your body’s direction
within its environment; and “carving,” or your body’s interaction with the size of the
environment

• Shape Dow support: how your core or torso changes shape to support the rest of your body

Space

This explains the way your body 1lls the space around it, particularly in a way that is harmonious. 
Aspects include:

• Kinesphere: the physical space around your body and how you respond to it

• Spatial intention: the ways that you, the mover, use different directions
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These questions, taken from Laban practitioner Peggy Hackney’s “Making Connections,” can 
help performers better understand the power of movement on expressionism:

• What body parts move?

• Where does the movement initiate?

• How does movement spread through the body?

• What is the dynamic quality, the feeling-tone, the texture?

• What is the inner attitude toward using energy?

• What forms does the body make?

• Is the shape changing in relation to self or in relation to the environment?

• What is the quality of the changing shape?

• How large is my space?

• Where is the movement going?

• What are the active “spatial pulls”?

ROBERT COHEN

Robert Cohen (born 1938) is a renowned American university professor, theatre director, 
playwright, and drama critic who spent 50 years training actors and students at the University of 
California. Cohen’s approach, based on Stanislavski’s system, focuses on the actor’s goals, other 
people, tactics and expectations. Cohen’s approach focuses on the psychological underpinnings 
of characters in a play. In his text Acting Power, Cohen uses the term “relacom,” referring 
to “relationship communication.” All communication has at least two dimensions: the content 
dimension of the message and the relationship dimension of the message. We not only say things, 
but we say them in particular ways, and the way we say things often tends to develop, clarify, 
rede1ne a relationship. In Cohen’s approach, it is especially important for actors to explore the 
subtext, or what is underneath the lines. The methods that Cohen developed in his approach to 
the training of the actor are represented by the word “GOTE.” Cohen’s GOTE Sheet consists of 
four elements of acting, each represented by a letter in the acronym “GOTE”:

• Goal (of the character)

• Other people (that stand in the way of the character’s goal)

• Tactics (that the character employs)

• Expectations (that the character has)

Cohen’s approach to stage acting has become one of the most widely used in America today.
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DAVID MAMET AND WILLIAM H. MACEY’S PRACTICAL AESTHETICS

Photo courtesy of Practical Aesthetics Australia (2018)

Practical Aesthetics is an acting technique originally conceived by David Mamet and William 
H. Macy, based on the teachings of Stanislavsky, Sanford Meisner, and the Ancient Greek
Stoic philosopher Epictetus. Mamet’s approach is aimed at making the experience of acting
entirely based on the will of the actor. It is in response to “The Method,” which some believe uses
more introverted and self-based practices. The Practical Aesthetic asks an actor only to commit
his will to the pursuit of an action based on the other actor.

Practical Aesthetics is a response to Stanislavski’s system and the Method Acting that arose in 
America from it. Method acting is a range of training and rehearsal techniques that seek to encourage 
sincere and emotionally expressive performances, as formulated by a number of different theatre 
practitioners, principally in the United States. These techniques are built on the Stanislavski’s 
system, for developing real and believable psychologically motivated action. (See Stanislavski). 

The technique of Practical Aesthetics is outlined and explained in ‘A Practical Handbook for the 
Actor’, written by Melissa Bruder and other founding members of the Atlantic Theatre Company.  

EXAMPLE 2 

In June 1897 in Russia, Stanislavski and successful author-producer Nemirovich 
Danchenko decided to merge their acting companies and form the Moscow Art Theatre, 
popularly known as MAT. This was in response to the then current state of theatre that 
was, in Stanislavski’s words, ‘hopeless’ with ‘cliched traditions’ and ‘ham acting.’ In 1898 
Chekhov allowed the MAT to produce his play, Seagull. Though this production turned out 
to be only a mediocre success, it became the precursor of reforms in actor training, leading 
to Stanislavski’s famed ‘inner technique.’ The actors in Seagull brought out psychological 
depth and searched for ‘inner truth’. This was a big shift from ‘audience-obsessed’ 
declamatory actors of that time. The same year, Stanislavski was inDuenced by French 
psychologist Theodule Ribot’s concept ‘Affective Memory.’ This concept was renamed 
‘Emotional Memory’ by Stanislavski. Later it became the main subject of controversy 
regarding interpretations of Stanislavski’s System in the American Theatre.
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Originally written as an assignment from David Mamet to the six student-authors during an 
early Vermont summer Practical Aesthetics Workshop, the resulting book, published by Random 
House, has sold over 300,000 copies worldwide.  

Mamet’s Practical Aesthetics is based on the practice of breaking down a scene using a four-step 
analysis that entails the following:

1. The “Literal”: The essential and most basic description of what is taking place.

2. The “Want”: What does one character ultimately want the other character to say or do.

3. The “Essential Action”: An evocative and relevant description of what the actor wants
within the scene. It is essential to understand that what the character is doing and what
the actor is doing are separate.

4. The “As If”: This relates the “essential action” to the actor’s own life.

For example: “Essential Action” – To retrieve what is rightfully mine. “As If” – It’s as if my 
girlfriend has taken away my favourite album that I was going to give as a gift. I need to retrieve 
it because it is mine. This step is a memory device, a spark to involve the actor in the scene. It 
helps the actor escape the 1ction, 1nd the truth, and apply it elsewhere.

In Mamet’s approach the aim is for ‘truthful performance’. ‘All that is under your control as an 
actor is your intention’ states Mamet in ‘A Practical Handbook for the Actor’ (1986). In Practical 
Aesthetics training actors work on a variety of scenes from plays and 1lms, both contemporary 
and classic. Through scene study, actors learn the skills of Script Analysis, Performance Technique, 
and Moment to Moment work, ultimately bringing all these skills together in performance of 
the material   The technique enables the actor to break down a script or set of audition sides, 
resulting in strong and compelling performance choices. Applied habitually, Practical Aesthetics 
can inspire some of most compelling performances imaginable – committed, truthful, and totally 
spontaneous.
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REVIEW QUESTIONS

1. What does it mean to apply psychological and physical approaches to the realisation
of dramatic texts?

2. What is an approach? Give an example of one psychological and one physical
approach?

3. What is the difference between a psychological and a physical approach?

4. What is physical theatre?

5. Give examples of practitioners who use a physical approach to the realisation of
dramatic texts?
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6. How do Zen Zen Zo use physical theatre in their realisation of The Tempest?

7. What does ‘breaking the fourth wall’ mean?

8. Find two examples of how Berkoff uses a physical approach in his staging of The
Trial?

9. How could you as a director use a physical approach to realis the text you are
currently studying in drama?
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2.3 PRACTITIONERS’ PERSONAL STYLES – Bertolt Brecht

Certain practitioners have recognisable personal styles or approaches to creating dramatic 
performances, such as Bertolt Brecht, Robert Wilson and Barbara Kielhofer. These practitioners 
may use approaches such as Brecht’s Epic Theatre, or avant-garde physical theatre approaches, 
such as Robert Wilson’s, which relies much more heavily on noise and silence to express language, 
as well as movement. Robert Wilson states,

The way actors are trained here is wrong. All they think about is interpreting a text. They 
worry about how to speak words and know nothing about their bodies. You see that by 
the way they walk. They don’t understand the weight of a gesture in space. A good actor 
can command an audience by moving one 1nger.
(cited in Holmburg, A. 1996, p.50)

I do movement before we work on the text. Later we’ll put text and movement together. 
I do movement 1rst to make sure it’s strong enough to stand on its own two feet without 
words. The movement must have a rhythm and structure of its own. It must not follow the 
text. It can reinforce a text without illustrating it. What you hear and what you see are two 
different layers. When you put them together, you create another texture.
(cited in Holmburg, A. 1996, p.136)

BERTOLT BRECHT

Bertold Brecht is a well-known theatre practitioner. Brecht’s 
Epic Theatre had two aims: 1rstly, to present a story with social 
implications in such a way as to encourage the individuals in the 
audience to pursue those implications; secondly, to present it as 
well, and as enjoyably, as possible. 

Brecht believed that theatre should be a place where audience 
could critically approach social and political problems, look 
for solutions, and act upon their decisions. He believed that 
audience members should have a sense of social responsibility 
and also a sense of fun. 

He strongly believed that too often audience members would 
become so emotionally involved with the story or characters 
presented onstage that they would not be able to identify, 
analyse and search for solutions to the characters’ dilemmas, 
and they would leave the theatre having missed the point of 
the piece. 

So he devised ways of drawing the audience’s attention to the fact they were watching a 
performance. His main methodology was the use of what he termed ‘Epic theatre’ and 
Verfremdungseffekte (loosely translated as The Alienation or Distancing Effect): Epic Theatre 
was a form of theatre that was episodic with each scene being a separate story, that could 
be told in any order, with a chorus or narrator interrupting and linking the scenes. The term 
Verfremdungseffekte, as with many of Brecht’s techniques, developed over the years. However 
this term loosely covered Brecht’s intention of distancing the audience from what they were 
watching on stage so that it was unfamiliar to them, and so they could critically watch and 
make a judgment rather than absorbing themselves in the plot. 

Some of the techniques Brecht used to achieve this are:

• Examination of a political oppression

• Empty space

• Scenes introduced by placard or projection



49

• Functional rather than decorative props

• Set changes observed by audience

• Lights used to show action, or time passing rather than create atmosphere

• Lanterns and operators in view of audience

• Music used to comment on or juxtapose action

• Songs used to tell story

Episodic Structure

• Each scene and song able to stand alone and deliver its own message

• Scenes inform each other but do not evolve from one another

• Each scene and song displays human nature trope rather than character development

• The actor as a storyteller rather than ‘real’ person

Acting Techniques

• Re-examination of familiar reactions through rehearsal

• Use of past tense or speaking in the third person

• Vocalising stage directions

• Actors swapping roles. This enabled actors to distance themselves from the characters’
emotions and continue to be surprised by the decisions their characters made

• Characters given titles and presented as representations rather than ‘real’ three-dimensional
people

• Presentational acting style: actors demonstrate rather than imitate

• Narrative and historical context as a priority over characterisation

• Address the audience directly (Break the 4th Wall)

• Gestus – mimetic and gestural expressions utilised by ensemble.

Helene Weigel as Mother Courage 
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REVIEW QUESTIONS

1. Who was Brecht and what was his vision for the theatre?

2. What does ‘Epic Theatre’ mean?

3. Find 1ve examples of how Brecht uses Verfremdungseffekte (the ‘alienation effect’)
in his plays to distance his audience from the emotion of the play?

4. How could you, as an actor, use Brecht’s Verfremdungseffekte to realise a section of
the text you are currently studying in drama?

5. What is ‘episodic’ structure and how does this differ from the Classic Aristotelian
structure of a play (i.e. exposition; rising action; climax; falling action; denouement)?
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6. How could you use Brecht’s approach to design and scenography for a contemporary

production of Mother Courage?

7. How could you use Brecht’s practitioner approach to highlight particular historical,
social and/or cultural contexts of the text you are studying in drama?

8. What acting techniques did Brecht recommend to help the audience focus on the
political message of the play rather than become emotionally involved in the action?

9. Brecht’s theory of ‘Verfremdungseffekte’ ‘or ‘distancing effect’ or more recently
translated as ‘estrangement effect’ creates an aesthetic distance between the actors
and the audience.  How does this technique break the ‘fourth wall’ between the
actors and the audience?
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CONDITIONS

Time for the task: 50 minutes to unpack the question and review performances.

• 1 week to prepare notes at home for assessment.

• 50 minutes in-class assessment.

View two professional performances.

For both performances, you will be required to take notes on the use of elements of 
drama (role/character/relationships/situation/voice/movement/space/time/language and 
texts/symbols and metaphor/mood/atmosphere). Your note taking will identify speci1c 
examples of how the elements have been used to make meaning (for example, contextual 
information, selected cultural contexts or possible themes) or communicate mood and 
dramatic tension. Examine how a range of physical and psychological approaches have 
been utilised to manipulate the elements of drama to devise and perform original work.

You will be asked to include references from the production to support your ideas. 

Spend time planning and shaping your response before you complete this task at home. 

ASSESSMENT TASK UNIT 3 
DRAMA – YEAR 12

In the context of drama in performance and response, students create, understand, select and 
combine drama language, contextual knowledge, performance and production using written 
communication. 

Assessment type: Response

QUESTION

Your analysis is focused on the elements of drama: 

• outline the major themes both productions. (4 marks)

• describe how the voice and movement techniques were used to support the themes in both
performances. (10 marks)

• with detailed reference to a key moment in both performances, evaluate how effectively
relationships were used in the creation of mood and atmosphere. (10 marks)
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DRAMA

UNIT 4
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This unit focuses on the approach to and interpretation of drama texts, contexts, forms and styles.

Topics covered include

•  Interpreting, manipulating and synthesising a range of practical and theoretical approaches to
contemporary and devised drama.

• Contemporary theatre approaches, such as Barrie Kosky and Robert Lepage

• Experimental approaches, such as Robert Wilson and VE Meyerhold.

•  How a range of practical and theoretical approaches manipulate the elements of drama to devise
and perform original work.

SYLLABUS CHECKLIST

On Completion of this Unit you should be able to:

 Investigate the approach of one of the following

• Antonin Artaud

• Frantic Assembly

• Steven Berkoff

• Jacques Lecoq

• Jerzy Grotowski

• Complicité

 The investigation must include

• the background

• the ideology

• the application of the approach (psychological and/or physical) in rehearsal and/or
performance

UNIT 4
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SET TEXT LIST FOR UNIT 4

Australian set text list World set text list

Abela, Donna. Jump for Jordan. Beckett, Samuel. Endgame.

Bell, Hilary. Wolf Lullaby. Berkoff, Steven. Metamorphosis.

Bovell, Andrew. Secret River. Brecht, Bertolt. Mother Courage. 

Bovell, Andrew. When the Rain Stops Falling. Churchill, Caryl. Top Girls. 

Cameron, Matt. Ruby Moon. Complicité. Mnemonic.

Enoch, Wesley and Deborah Mailman. Seven 
Stages of Grieving.

Dürrenmatt, Friedrich. The Visit: A tragicomedy 

(translated by Joel Agee). 

Isaacs, Chris. Flood. Ibsen, Henrik. Hedda Gabler. 

Monjo, Justin and Nick Enright. Cloudstreet. Ionesco, Eugene. Rhinoceros. 

Nowra, Louis. Cosi. Levenson, Steven (writer) and Benj Pasek and 
Justine Paul (composers). Dear Evan Hansen.

Oxenburgh, Dicken and Andrew Ross. Merry-
Go-Round in the Sea. 

Miller, Arthur. The Crucible.

Rayson, Hannie. Two Brothers. Reza, Yasmin. God of Carnage. 

Winmar, Dallas. Aliwa! Shakespeare, William. Twelfth Night. 

Zen Zen Zo. The Tempest (adaptation). Stephens, Simon. The Curious Incident of the 
Dog in the Night-Time. 
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3

ANTONIN ARTAUD

Antonin Artaud (1896–1948) was one of the most inDuential theatre theorists of the 20th century 
and a key 1gure of the European avant-garde. Theatre of Cruelty was founded in 1927 by Artaud 
and aimed to shock audiences through gesture, image, sound and lighting. The Theatre of Cruelty 
is both a philosophy and a discipline. Artaud wanted to disrupt the relationship between audience 
and performer. The ‘cruelty’ in Artaud’s thesis was sensory, it exists in the work’s capacity to shock 
and confront the audience, to go beyond words and connect with the emotions: to wake up the 
nerves and the heart. He believed gesture and movement to be more powerful than text. Sound 
and lighting could also be used as tools of sensory disruption. The audience, he argued, should be 
placed at the centre of a piece of performance. Theatre should be an act of ‘organised anarchy’. 

Artaud called his theatre the Alfred Jarry Theatre, after Jarry’s production of Ubi Roi, about the 
murder of the king of Poland. The set was painted with bizarre illustrations of the inside and 
outside of a room with palm tree, a snake and a skeleton hanging from a gallows all visible – 
some characters were life sized puppets made of cane. It was performed by actors as if they were 
puppets. The performance style involved wild caricature and extreme satire. 

Key ideas

Artaud wanted to change the world by a direct assault on human emotions.

Artaud did not mean physical cruelty but an attack on the emotions designed to shock the 
audience and totally involve them in the drama. 

Artaud set out to create a theatre of magic, beauty and power. His productions were rejected in his 
lifetime, but have had a profound effect on theatre since. 

Artaud felt the world was in desperate need change. Actors require motives and reasons for their 
behaviour that underpin a character’s actions. This required �nding a character’s drive or intentions. 
Actors need to analyse themselves, their own actions, knowledge and experience to discover their 
own motives and super-objectives.

In Artaud’s approach part of the actor must always remain in control of their created character 
so that part of their consciousness remains separate, observing and directing the behaviour of the 
character. (In other words, reDect on what it is like to be in the shoes of another person) surprise 
and challenge the audience, while reminding them that they were watching a story with a strong 
political point.

The magic world created by characters is to be broken down in a number of ways, such as screen 
or notices with information or comments about the action or character. Sometimes there was a 

CONTEMPORARY AND DEVISED DRAMA
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narrator; often there was a song. These techniques were to remind the audience that they were 
watching a play and that the play had a message.

Artaud insisted that the audience is aware of the characters as actors (visible lighting, partial 
set…). Scenery was often changed in front of the audience. Costumes could be whole, or a single 
item, or a prop would be all that was used. Lighting was often bright and white, despite the time 
of the scene.

Artaud’s approach to acting is highly physical. Characters were strongly physicalised – at times 
in symbolic ways. For example, stylised actions, from the formal Chinese theatre where crying 
is shown by moving the 1nger up and down in front of the eyes; robotic, mechanical, dreamlike 
and other non-realistic movements and voice; using opposite styles of acting such as a serious 
death scene in an outrageous comedy change. Remember, Artaud had lived through WWI and 
the Depression was looming).

Artaud’s view of the world as being full of lies, aimlessness, meanness and hypocrisy echoes the 
philosophy of existentialism – that human beings must face up to the pointless absurdity of their 
lives and only then they will be free to take actions and make decisions which reDect the terrible 
reality of existence.

Artaud shared this pessimistic view, but believed it was possible to change that world through his 
theatre. For Artaud, life = theatre and theatre = life i.e. they were mirrors of each other. Artaud 
believed that if the world of theatre could be transformed by him then the outside world would 
be altered.

Artaud watched Balinese dancers in 1931: the use of stylised movement, gesture, dance, music 
and costume had enormous emotional impact. It communicated feelings about the great human 
mysteries of creation, growth and death in ways words could not. He therefore wanted strong 
physical theatre to be used to ‘hypnotise the audience as a snake-charmer hypnotises a snake, 
putting them into style; perform with the awareness of being watched.

Artaud’s vocal work is very demanding; actors are encouraged to sing, chant, use mechanical and 
strange sounding voices, produce nonhuman sounds and speak in a range of dialects and class 
accents. Class distinctions and regional accents are carefully written into the language of the plays 
and are extensively used as part of the political and social messages. His plays use a mixture of 
naturalistic and unnatural style. They often resemble a trance in which they confront themselves, 
their way of life, and the meaning and mystery of all existence. Words were still important but only 
when totally necessary. He wanted theatre to assault the senses, to break through the desensitivity of 
people. Artaud planned ‘an assault on the senses’ using light, music and sound – like rock concerts 
do. Actors were to use techniques to directly involve the audience in the action and emotion.

Artaud believed that actors were to expose the lies, meaninglessness and hypocrisy of much of 
life. He saw theatre as a mirror for the audience to be reDected in. With the use of masks, ritual 
objects and traditional and striking costumes, Artaud hoped to remove his audience from their 
everyday life.
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FRANTIC ASSEMBLY

The Frantic Method has helped Frantic Assembly become leaders in movement direction within 
theatre. It is essentially direction through movement and promotes an acute physical awareness 
that can be implemented in moments of stillness just as it can be in the physically spectacular. 

According to Scott Graham, the Artistic Director of Frantic Assembly, the Frantic Method is 
approaching devising as a series of tasks, each broken down into building blocks. The approach 
aims at telling stories through movement and choreography and is designed to establish progress 
from the simplest discoveries. Performers are encouraged to take a moment back to its simplest 
truth and build from there. This places dancers, actors, students, teachers and all participants on 
the same starting point.

Using these building blocks actors are empowered to 1nd and create complex work through a 
process that is safe, fun and constantly illuminating.

This process came about through recognising Graham’s own limitations coupled with a desire to 
teach and share something as soon as he learned it.

Graham wanted to develop a language that felt accessible and hones and take actors through 
to share a process that would take them past their perceived limitations. The Frantic Method 
enables performers understand how their bodies tell stories and how those bodies are capable of 
a strength and nuance they might not have recognised before.

The Frantic Method devising process

(https://www.franticassembly.co.uk/the-frantic-method)

1. Building Blocks

a. Round by Through – an activity where actors move ‘round, by and through’ one another
and then add weight, lifts, shifts and moves. It is about 1nding opportunities to push
forward the narrative. Choreography focuses on the moment before, during and after a
touch (between actors). Each moment becomes an event, which becomes a decision.

b. Hymns Hands – in this devising activity actors place hands on the body of the other
actor, who then tries to place them elsewhere or remove them. Then a third actor
walks by the pair and focuses on one actor. These actors then maintain eye contact for
the entire sequence. This is then followed by manipulating time, where the movement
sequence is slowed down or sped up. Focus on weight, time and intensity.

2. Choreography

a. Learning to Dy – this series of activities focuses on lifts and how to make lifts appear
weightless. Every movement on stage tells the audience a story just as text does.

b. Push hands – one actor pushes another around the room through pushing one hand on
the top of another actor’s hand. This is then done with the person being led with their
eyes closed.
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c. Lifting and trusting – in this activity one actor in a group is chosen to be a rock and
another actor is the person lifted. The lifted actor is not passive but treats the other
actors as a series of ledges that they push off. The lifted actor moves towards the
rock and pushes off them whist the other actors lift them continuing their natural
movement. The task is that the performer being lifted directs the action and is the
focus of the activity. The lifters are invisible supporting apparatus. The idea is to create
an illusion of weightlessness.

STEVEN BERKOFF

Steven Berkoff is a British theatre practitioner (1937–) 
who is known for his experimental style. His plays often 
use physical theatre techniques like mime, exaggerated 
movement and improvisation. He believes that actors’ 
bodies should convey the story rather than relying on sets. 
Berkoff focuses on the physical abilities of the performers 
as a substitute for sets and props, often known as total 
theatre. His work is inDuenced by Ancient Greek theatre, 
Japanese Noh and Kabuki, Shakespeare, East End music 
halls and his Jewish heritage. He also uses the techniques 
of practitioners such as Artaud and Brecht in his work.

Berkoff is recognised for staging work with a heightened 
performance style, which has subsequently become 
known as “Berkovian theatre”, which combines elements of physical theatre, total theatre and 
expressionism. His work has been described as confrontational or “in-yer-face theatre,” due to 
the intense presentation and taboo-breaking material in a number of his plays. The text contains 
numerous swear words, characters talk about unmentionable topics, remove their clothing, 
humiliate one another, experience unpleasant emotions, and become suddenly violent. “At its 
best, this kind of theatre is so powerful, so visceral, that it forces audiences to react: either they 
feel like Deeing the building or they are suddenly convinced that it is the best thing they have ever 
seen and want all their friends to see it too”  (Aleks Sierz, theatre critic).

Berkoff’s concept of Total Theatre ful1ls his desire for a spiritual and psychological theatre 
which attempts to illuminate the text rather than depict it. He borrows the term Total Theatre 
from Artaud, who describes it as ‘that which furnishes the spectator with the truthful precipitates 
of dreams.’

Berkoff’s Total Theatre: 

• Is a belief that all elements of theatre are equal and have the same value in contributing the
effect to the audience.

• Concerned with conveying emotion

• To give the audience an overwhelming experience

• Every aspect of theatre must have a purpose
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EXAMPLE 1 Metamorphosis

Steven Berkoff is well known for his 1969 
adaptation of Franz Kafka’s The Metamorphosis, 
at the Roundhouse in north London. He has said 
of Kafka’s novella “the story shook me when I read 
it and it has clung to me as has most of Kafka’s 
work. I identi1ed strongly with his dream-like 
stories and his acute perception of detail, detail 
that is not ordinary and programmed, the detail 
of life below the frustrations.” In Berkoff’s version 
of Kafka’s dark tale of alienation the audience 
is presented with physical theatre that explores 
humanity, consciousness, existence, morality, 
transformation, identity, isolation, family, society 
and class in a surreal merger of dream and reality.

In Berkoff’s adaptation of Metamorphosis, 
Gregor becomes a symbol for all despised 
humanity, who are self-effacing, who struggle 
daily for survival, who do what is expected of 
them, suffering to serve employers and keep their 
family safe, until this act of martyrdom manifests 
in such proportions that it kills them. The bug is the symbolic outward manifestation 
of what happens to a person when he is dehumanised by society. Gregor is a willing 
slave to his mother and sister, unappreciated and seen as worthless by his father, who 
nevertheless leans on him as heavily as the others. Berkoff emphasises that he sees Gregor 
as a ‘contestant,’ as he sees all Kafka’s oppressed protagonists. This is because he is in a 
constant battle for survival, against all that life and his surroundings – people, places, 
objects – throw at him. 

The bug, with its ‘geometric shape’ is the setting and the whole production. Once Gregor 
becomes a bug, the family and other human beings are seen from the bug’s viewpoint 
only: greedy, Dawed, sel1sh, and narrow-minded.  Gregor only relents of his feelings of 
love and concern for his family in death. Thus, the image of human as servant to others 
and bug scuttling to collect balls of dung are one. Only the audience can see Gregor’s 
translation from dung-beetle, through death, to something higher, the sacri1ce of all 
those who serve others selDessly. 

Berkoff used extreme physicality for the movement of Gregor as a beetle. He had to 
train at the gym to be able to hang from the scaffolding of the set. Berkoff wanted the 

Berkoff’s approach: Expressionism and physical theatre

Example productions: Metamorphosis, East, Messiah

Example techniques:

• stylised movement, including slow motion and robotic, from an ensemble of performers

• exaggerated facial expressions and vocal work

• often includes direct asides and tableaux

• minimalistic use of costume and set

• exaggerated and stylised mime, sometimes using masks

• non-naturalistic set and lighting

• ensemble playing
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JACQUES LECOQ

The French practitioner Jacques Lecoq (1921–1999) is 
regarded as one of the twentieth century’s most inDuential 
teachers of physical theatre. During World War II he began 
exploring gymnastics, mime, movement and dance with a 
group who used performance to express their opposition 
to the German occupation of France. After the war, Lecoq 
then studied mime with Jean Daste, (a former pupil of the 
acclaimed teacher of mime, Jacques Copeau) who introduced 
him to masked performance and Japanese Noh theatre. He 
left Grenoble and spent six months teaching mask work 
in Germany, before accepting another teaching position 
at the University of Padua in Italy. He spent eight years in 
Italy teaching and working as a creative practitioner and 
discovered the traditional and popular Italian theatre style of 
commedia dell’arte as well as the tradition of masked chorus 
work developed in Ancient Greek tragedy.  

Lecoq opened his own school, the Ecole Internationale de Mime et de Theatre, in Paris in 1956. 
This school attracts large numbers of students from all over the world. Lecoq also toured with 
demonstrations of his physical art of the actor and periodically conducted classes in Britain that 
had an enormous impact on the development of British theatre. 

Lecoq’s book, The Moving Body (Translated and published in English posthumously in 2000) 
outlines a number of his philosophies and approaches. The training is very practical and very 
speci1c for each student because every actor’s body and mind has accumulated different tensions 
and conditioned responses. 

Lecoq’s Methods

Lecoq’s training methods therefore focus on releasing preconditioned views of acting and bringing 
an actor’s attention back to ‘playing.’ In his last publication he explained that: “There is a huge 
difference between actors who express their own lives, and those who can truly be described 
as players… They have learned not to play themselves but to play using themselves. In this lies 
all the ambiguity of the actor’s work.” The strong emphasis on improvisational activity at the 
school reinforces the central signi1cance of play and students are introduced to physical exercises, 
masks and popular theatre that reinforce the distinction between playing and being. Lecoq and 

environment of the bug to ‘be’ the play. The set suggests the ‘geometric’ shapes of the 
insect and enclosed the actors in its imprisoning structure. Since Gregor’s family are as 
much imprisoned by their home and the brooding presence of their transformed brother/
son as Gregor is imprisoned by his new body. Berkoff described the family as ‘animated 
marionettes’, their insectile jerky moves showing that it is not just Gregor who is trapped in 
a bug-like existence. Berkoff’s music ‘underlined’ the movements in his staging of the play. 
This is an example of Berkoff’s Total Theatre: ‘total theatre, total life, sound, movement, 
light, text, music.’ It also highlights how Berkoff was inspired by the work of Antonin 
Artaud, who coined the phrase Total Theatre. Both Artaud and Berkoff’s Total Theatre 
productions should assault the senses of the audience with everything that the theatre 
can offer including light, sound (music and vocalisation), suggestive shapes and unsettling 
images. Total Theatre was intended to shock the audience out of their complacency. 

Steven Berkoff used a physical theatre approach in The Trial, to provide the scene, 
whether this was furniture for a room or for a busy street. The use of people to create 
everything allows great opportunities for dynamic impact. In The Trial, it was the cast, 
very simple frames and a rope on an empty performance area that created the whole 
staging.
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those who now direct training at the school work on the premise that: “A true understanding and 
knowledge of theatre inevitably requires a profound experience of play”.

Like Konstantin Stanislavsky, Jerzy Grotowski and Eugenio Barba, Lecoq created a place to study 
and teach what he believed were important principles of acting. Lecoq, like these other 1gures, 
described his research into the human body and its movement as his ‘passion’ and he pursued 
this work throughout his life. He saw his teaching as ‘a path to his own greater knowledge and 
understanding of movement’ and said that his work with students helped him to discover that 
‘the body knows things about which the mind is ignorant’. 

Mask

Masked work had a powerful inDuence on Lecoq’s approach to performing and he was intrigued 
with the simple and direct way masks could amplify the physical aspects of a performer and be 
used to communicate with all kinds of audiences. His research and analysis of masks, movement, 
body language and gesture has had a huge impact on the development of contemporary theatre 
and his work has popularised genres such as the clown, bouffons, commedia dell’arte, tragedy, 
and melodrama.

7 Levels of Tension

Jacques Lecoq developed an approach to acting using seven levels of tension. These changed and 
developed during his practice and have been further developed by other practitioners. 

Jacques Lecoq’s 7 Levels of Tension

1 Exhausted or catatonic. 
The Jelly�sh. There is no tension in the body at all. Begin in a complete state of relaxation. If you 
have to move or speak, it is a real effort. See what happens when you try to speak.

2 Laid back/Relaxed – the “hippy” 
Many people live at this level of tension. Everything you say is casual, relaxed, and glib.
“Chill man”.

3 Neutral or the “Economic” (contemporary dance). 
It is what it is. There is nothing more; nothing less. The right amount. No past or future. You are 
totally present and aware. It is the state of tension before something happens. Think of a cat sitting 
comfortably on a wall, ready to leap up if a bird comes near. You move with no story behind your 
movement.

4 Alert or Curious (farcical). 
Look at things. Sit down. Stand up. Indecision. Think M. Hulot (Jacques Tati) or Mr Bean. Levels 1 – 
4 are our everyday states.

5 Suspense or the Reactive (19th century melodrama). 
Is there a bomb in the room? The crisis is about to happen. All the tension is in the body, 
concentrated between the eyes. An in-breath. There’s a delay to your reaction. The body reacts. 
John Cleese.

6 Passionate (opera). 
There is a bomb in the room. The tension has exploded out of the body. Anger, fear, hilarity, 
despair. It’s dif�cult to control. You walk into a room and there is a lion sitting there. There is a snake 
in the shower.

7 Tragic 
(Imagine the end of Shakespeare’s King Lear when Lear is holding Cordelia in his arms). 
The bomb is about to go off! Body can’t move. Petri�ed. The body is solid tension.
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REVIEW QUESTIONS

1. Who was Lecoq and what were his formative inDuences?

2. What does ‘play’ mean for Lecoq?

3. Find examples of how Lecoq uses mask and improvisation in his actor training to
improve actor’s physical performances?

4. How could you use mask as an improvisation technique to explore character from
one of the set texts?



64

5. How could you as an actor use Lecoq’s seven levels of tension to rehearse a section
of the text you are currently studying in drama? What effect would these levels of
tension have on the audience in performance?

6. What level of tension do you operate on at different times of the day/week/year?
Give examples?

7. Create a mnemonic to remember the names of the seven levels of tension.
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JERZY GROTOWSKI

Jerzy Grotowski (1933–1999) was an innovative theatre director and theorist whose approaches 
to acting training and theatrical production have signi1cantly inDuenced theatre today. He 
was born in Rzeszow, in South-eastern Poland in 1933 and studied acting and directing at the 
State Theatre School in Krakow and in Moscow. He debuted as a director in 1959 in Krakow 
with Eugene Ionesco’s play Chairs and shortly afterwards founded a small Laboratory Theatre in 
1959 in the town of Opole in Poland. During the 1960s, the company began to tour internationally 
and his work attracted increasing interest. As his work gained wider acclaim and recognition 
Grotowski was invited to work in the United States and he left Poland in 1982. Although the 
company he founded in Poland closed a few years later in 1984, he continued to teach and direct 
productions in Europe and America. However, Grotowski became increasingly uncomfortable 
with the adoption and adaptation of his ideas and practices, particularly in the USA. So, at 
what seemed to be the height of his public pro1le, he left America and moved to Italy where 
he established the Grotowski Workcenter in 1985 in a town near Pisa called Pontedera. At this 
centre he continued his theatre experimentation and practice and it was here that he continued 
to direct training and private theatrical events almost in secret for the last twenty years of his life. 
Suffering from leukemia and a heart condition, he died on January 15 at his home in Pontedera.

In his inDuential publication Towards a Poor Theatre (1968), Grotowski explained the focus 
of his work in the Laboratory Theatre and outlined the following agenda:

“We are seeking to de1ne what is distinctively theatre, what separates this activity 
from other categories of performance and spectacle…our productions are detailed 
investigations of the actor-audience relationship.”

His experiments investigated the suggestion that the actor is the core of theatre art and he used 
the term ‘poor theatre’ to explain his desire to explore and utilise basic dramatic elements that 
could enhance communication between actors and audiences. Like the theorist Artaud, he noted 
that theatre has its own language and that this form of language is quite distinct from the words 
of a text. He argued that dramatic literature offered only a framework for actors’ explorations of 
themselves and that theatre only had meaning if it could enable actors and audiences to transcend 
stereotyped visions and conventional or habitual behaviours and responses. In many ways, he 
saw theatre as a spiritual process that could enable the discovery of truth and compassion and he 
wrote that he hoped that his work would enable personal and social transformations. 

Since Stanislavski, no one had investigated the nature and meaning of acting as deeply and 
systematically as Grotowski. The experiments and exercises he and his company developed 
focused on elucidating connections between mental, physical and emotional processes and his 
methods are still used to inform many contemporary theatre theories and training programs. He 
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called the theatre space he opened in Opole a laboratory because he saw it as a centre of research 
but, unlike other centres of research, he argued that poverty is not a drawback and shortage of 
money is not an excuse for inadequate performance. His ‘poor theatre’ style of drama was very 
popular during the 1960s and 1970s and was imitated by a variety of theatre troupes around the 
globe that are still in operation. Despite the fact that he worked with an exclusive community of 
theatre actors and audiences during the last twenty years of his life, his experiments have had a 
profound inDuence on the development of contemporary theatre throughout the world.

Grotowski enjoyed working in unconventional spaces. He liked the audience to be all around 
the performance area or in amongst the actors. He used the physical skill of his performers 
rather than costumes and minimal props to become other signi1cant objects; building on Brecht’s 
thoughts and ideas on performance.

Grotowski’s main inDuences were Brecht, Stanislavsky and Meyerhold. He focused on actor 
training and Poor Theatre approach was possibly the most intensive actor training since 
Stanislavsky.

GROTOWSKI’S APPROACH – POOR THEATRE

• Poor Theatre gets rid of excesses of theatre

• Opposite to commercial theatre – the complete antithesis of the star-led shows you often
see in the West End

• Grotowski believed theatre could never compete with television and 1lm so it shouldn’t
attempt to

• The majority of Poor Theatre works never made it to performance

• The ones that did were performed only once to a very small audience

• The word ‘paratheatre’ is often used in relation to Grotowski – ‘para’ meaning ‘beyond’

• With ‘paratheatre’ Grotowski experimented with actors in training programs and other
non-performed pieces.

• The ‘paratheatrical’ phrase is generally believed to be between 1969/70 and 1975/1976

• The Poor Theatre phase was between 1959 and 1970

• 1975 marked the end of all Grotowski performances

Scripts

• Grotowski often experimented with classical works

• He often updated them for a modern audience

• He changed the setting to make them more relevant

• Space and Actor/Audience Relationship

• Traditional theatre spaces were ignored in favour of small rooms and buildings

• He didn’t believe in a traditional stage dedicated to acting or a purpose built theatre for
performances

• Grotowski’s work focused on the relationship between the actor and spectator

• The aim of his work was to eliminate the divide between audience and actor and create a
union between the two

• The audience were often on all sides of the actors and performance space

• The actors performed around the space and audiences, placing themselves strategically
amongst them
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Stagecraft

• The acting area was often bare with little set and few props

• Object transformation was an important part of Poor Theatre – props becoming different
things

• After a prop was transformed it became incredibly signi1cant/often symbolic

• The lighting was often just a general wash of the stage, no speci1c spotlights or focused areas

• If costumes were used at all they were not character speci1c, they were completely
anonymous

Acting and Characterisation

• The actor and his/her skill was at the core of all Poor Theatre performances

• Sometimes no ‘real’ props were used at all and other actors were employed to play
important objects

• The actor training was incredibly intense and took place over long periods of time

• Grotowski wanted the acting to be completely authentic, much like Stanislavsky, but more
physical

• He used a version of Stanislavsky’s emotion memory technique with his students.

Growtowski’s main theories, training and techniques

• Acting through focus and awareness

{ His actors were so physically and vocally skilled they could communicate clearly
through just sounds and movements.

{ The actors kept healthy mentally and physically aiming to have inner peace and focus

{ They believed that acting was a search for self knowledge and awareness

{ The training taught them to break free from limitations and reach their full potential

• Working in silence

{ Grotowski said an actor must begin by doing nothing

{ He believed that if a group of actors could remain completely still for several minutes
without distractions then they would be able to concentrate more intensely and use it
as a ‘creative passage’

• Physical training

{ The actors were extremely physically skilled

{ They developed a technique of movement which allowed them to control every move
they made, even the smallest detail.

{ Grotowski believed that our bodies expressed everything about us. Everything we
think and feel is expressed through our bodies and everything we experience is felt in
our bodies.

{ He gave actors the skills to be able to fully express their emotions and imaginations.

• Voice

{ Voice training was essential

{ They focused their voices as if they were coming from different parts of their bodies.

{ Range was incredibly important – they used all parts of their register from the lowest
point to the highest.

{ Grotowski believed in the important of clarity – he used poetry, singing and chanting
to impress this.
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{ All of the actors were incredibly vocally strong – they were able to imitate nature
sounds, animals and even thunder.

{ Grotowski thought of the voice as an instrument and treated it as such.

• Human contact

{ He believed in real contact between human beings

{ He believed that human relationships only developed when people really looked and
listened to each other.

{ He wanted actors to be aware of the impact they had on other people.

• Transformation

{ ‘Poor Theatre’ used the simplest of sets, costumes, lighting and props. This meant
actors had to use all their skills to completely transform a space into other imaginative
worlds.

{ Symbolism was incredibly important

{ The most important element was the relationship between actors and the audience.

• Memory

{ Like Brecht, Grotowski used emotion memory to recall and experience and recreate
the feeling and emotion that went with that memory.

{ He wanted total honesty and truth from the actors about their memories – the more
truthful the memory the more genuine and authentic the performance.

{ Only by using their genuine memories would the actors 1nd themselves on the oath to
self discovery.

• Evoking silence

{ Grotowski stated the actor should begin by doing nothing – he called this creative
passivity.

{ By experiencing external silence they would begin to learn internal silence.

{ They could then use this for intense creative concentration.

• Truth

{ Grotowski warned his actors to avoid what he called ‘the beautiful lie’ both on stage
and in their every day lives.

{ By this he meant they should avoid doing things on stage, and in real life, just because
they look good or it was what people expected them to do.
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REVIEW QUESTIONS

1. Who was Grotowski and what were his formative inDuences?

2. What does ‘truth’ mean for Grotowski?

3. Find examples of how Grotowski uses memory and transformation in his actor
training to improve actor’s performances?

4. How could you use Grotowski’s approach to voice and movement as techniques to
explore character from one of the set monologues?
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COMPLICITÉ

Complicité is a British theatre company founded in 1983 by Simon McBurney, Annabel Arden, 
and Marcello Magni. Its original name was Théâtre de Complicité. The company is based in 
London and uses extreme movement to represent their work, with surrealist imagery. Its work 
has been inDuenced by Jacques Lecoq. Their productions often involve technology such as 
projection and cameras, and cover serious themes. They describe the main principles of their 
work as “seeing what is most alive, integrating text, music, image and action to create surprising, 
disruptive theatre”.

Complicité’s work ranges from adaptations of writings and short stories through reinterpretation 
of classic texts to major devised pieces. When Complicité start rehearsals for a new production 
the responsibility for creating the work is taken on by the whole Company. This includes 
performers, directors, designers, stage managers, writers and other specialists such as composers 
and puppet and mask makers. The long process of exploration allows the performers to free their 
imaginations and bodies and 1nd a particular approach as a Company. Each show demands a 
speci1c process which is a response to the material that is being explored and each process grows 
out of play and improvisation. The collision of individual personalities with a chosen subject 
makes for the distinct atmosphere and energy of each show.

In Complicité rehearsals the Company often works with 1.8m bamboo canes. The following 
exercises help to create a dynamic spatial relationship between performers, as well as improving 
movement and co-ordination skills. They encourage performers to be bold and expansive with 
their movements. Using bamboos can help students to explore the creation of physical spaces as 
well as discovering how movement can express emotions, atmospheres and tensions. Working 
with bamboo canes formed a huge part of rehearsals for The Caucasian Chalk Circle and 
gradually became an integral part of the production. 
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EXERCISES: 

The following exercises look at how to concentrate action and focus a performance. 
They usually provoke a very imaginative and lively use of space: the performers are 
so close together that there is an energy and contact – they work together. Complicité 
usually use 1.8m garden canes. 

1. Give each actor a bamboo which they hold vertically, ten centimetres off the
ground.

2. Get all the participants moving around the space without bumping into each other,
keeping their bamboos exactly upright and the same distance from the ground.
Encourage them to enjoy the sensation of being very precise.

3. Ask the participants to get into groups of three (without talking) and to continue
to move together as a group. Then ask them to change leader with each change of
direction, while staying close together.

4. When the actors are moving and concentrating well together, get them to
experiment with different speeds and rhythms, changing the con1guration of
their group (3 abreast, single 1le, triangle) as well as the distance between their
bamboos.

5. The leader can also lead changes in the position of their bamboo to create different
shapes. Look for different qualities of movement. It is important to keep the ideas
and movements simple and precise. It is the togetherness of a group moving their
bamboos exactly as one which is most effective. Watch each group in turn and see
what works best.
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INTERPRETING, MANIPULATING AND SYNTHESISING A 
RANGE OF PHYSICAL AND PSYCHOLOGICAL APPROACHES 
TO CONTEMPORARY AND DEVISED DRAMA. 

In this unit students use the physical and psychological approaches studied in both units 
to create their own monologue and to interpret contemporary drama.

What does it mean to interpret, manipulate and synthesise these psychological and 
physical approaches we have studied such as Brecht’s Epic theatre, Bogart’s Viewpoints, 
and Suzuki’s Method of Acting?

The following terms will be helpful when interpreting this statement. 

1. Interpreting: this simply means to ‘draw meaning from’ and in drama this occurs
in two main ways:

a. Director: decides upon the interpretation or the conceptualisation of the text
and works with actors and the creative team to realise the drama event.

b. Actor: interprets and presents the text by adopting role or character through
action to create the drama event.

2. Manipulating psychological or physical approaches to contemporary and self-
devised drama means using and controlling these approaches. In drama this relates
to the role of the director in the following way:

a. The director manipulate the elements of drama and relationships between
drama roles through improvisation and other rehearsal processes using
psychological approaches.

3. Synthesise: to synthesise means to draw together and combine the ideas and
techniques of the physical and psychological approaches you have studied.
Particularly through the:

a. development of new/experimental approaches in the context of contemporary
social and cultural values.
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REVIEW QUESTIONS
1. Explain how you could use one drama theorist or practitioner’s approach to interpret

a script you are working on in drama this year?

2. Explain how you manipulated one theorist’s techniques to work on a monologue/
scene or section this year in drama?

3. Discuss how the use of a practitioner’s approach to movement could enhance your
character development in rehearsal?

4. How could you synthesise and combine various approaches when developing your
character’s movement or voice for a monologue/scene or section from a play you are
studying this year in drama?
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4 APPLYING SELECTED APPROACHES

EXAMPLE 2

BARRIE KOSKY

Australian director Barrie Kosky’s productions are a surreal, confronting, and highly 
inventive and vivid vision of the world – as opposed to a realistic or classical approach 
to opera. In his own words he made a “delicious, erotic satyr panto” out of Ovid’s 
Metamorphoses and his controversial King Lear was conceived as a blend of “Star Wars 
with a dash of Nazism and the eerie poetic of William Blake”. Kosky’s productions 
are fast and dirty, gorgeous and grotesque, messy fantasies where high culture collides 
with low with stimulating friction. Kosky describes himself as a self-styled “gay, Jewish 
kangaroo”. Handel’s Biblical oratorio Saul (below), by Kosky, is a riotous 18th century 
fantasy, a mixture of mime and Baroque, and MTV thrown in for good measure. Gory 
and gothic, it is also a truthful portrait of a mind in collapse.  

As Chief Director of the Berlin Komisches Oper, a company celebrated for not playing it 
safe, Kosky adopted a particularly European operatic sensibility in its most imaginative 
and creative sense. In 2014, Kosky was voted ‘Opera Director of the Year’ at the 
International Opera Awards in London and at the same awards in 2015, the Komische 
Oper was voted ‘Opera Company of the Year’. 

Kosky prefers to do non-repertoire pieces in innovative and ensemble style. When studying 
music history at Melbourne University he came across an opera called, The Nose, which 
he eventually premiered at The Royal Opera. The opera is well known for its tap-dancing 
chorus of noses. The Nose is about a man who wakes up one morning to 1nd that he has 
no nose. Kosky’s staging is never literal, but more surreal. In the production everyone in 
the cast has an oversized latex nose except the main character. This develops into a chorus-
line of tap-dancing noses lead by a small boy in the smallest nose. 

World War II and the Holocaust loom over some of Kosky’s work. At the Komische Oper 
in Berlin, where he was artistic director, he revitalised works condemned by the Nazis 
(because they were written by Jewish composers), such as Entartete Musik (degenerate 
music), Paul Abraham’s Ball at the Savoy and The Pearls of Cleopatra by Oscar Straus.  

In Sydney, Kosky staged Shostakovich’s comic opera The Nose, which was 1rst performed 
in concert in 1929, when the composer was just 22. Adapted from a short story by 
Gogol – about a man who wakes up one morning to 1nd his nose is missing – the opera 
is youthful, exuberant and has highly inventive orchestration. It was Shostakovich’s 1rst 
opera, and the 1rst to cause him strife with the Soviet regime, via the Russian Association 
of Proletarian Musicians.  

After his second opera, Lady Macbeth of the Mtsensk District, was condemned in Pravda 
as “muddle instead of music” – in an unsigned article sometimes attributed to Joseph 
Stalin – Shostakovich effectively withdrew from writing opera and endured a queasy, 
uncertain relationship with the Soviet authorities. Gogol’s story, and Shostakovich’s 
treatment of it, captures a mood that is part satire, part farce, and part grotesque 
fairytale. The noseless Platon Kuzmitch Kovalev is a regional public servant who fancies 
himself as a society 1gure. As his runaway proboscis takes on a life of its own, Kovalev 
becomes increasingly desperate to recover it. Kosky notes that the story, which captures 
a peculiarly Russian strain of black humour, made an impression on later writers such 
as Kafka and Bulgakov. “It’s a satire on authority, it’s a satire on corruption, but that’s,” 
he says. “It’s like a very strange modern fairy story”.

BARRIE KOSKY AND ROBERT LEPAGE
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Kosky’s interpretation of Handel’s Saul 2015

“You can read it as being about sexual loss – as a castration story – or as a nonsense 
piece. Or you can read it as something much darker and stranger, which is about neurosis, 
paranoia and fear. I think it’s all of those things. In this production, the theatrical form 
of vaudeville or revue and a sort of dirty Russian cabaret or circus is very appropriate to 
the music. Always, with my productions, the ideas and images are a personal response 
to the music. I tend to see things when I hear them … The impulses must come from 
the landscape of the musical score, otherwise there’s no point in doing opera. The music 
cannot be a soundtrack to the story, it has to be the motor for everything.” 

This resonates with Kosky’s love of theatrical play. Kosky introduces a chorus line of 
giant noses, and has Kovalev made up with a bright red clown’s nose. He notes that 
Shostakovich and Jewish composers of the Weimar Republic belong to the same chapter 
of cultural history, when the creative arts were Dourishing before being stamped out by 
oppressive political regimes. In The Nose, audiences can hear the despair in the music. 
In Berlin Germany, Kosky has taken enormous pride in bringing back operettas by 
composers such as Straus, Abraham and Kalman – not, he says, to rub Germans’ noses 
in guilt but to encourage them to rediscover and celebrate music that the Nazis could not 
silence forever. In 1933, German culture ceased to exist as it was because half of German 
culture at that time was Jewish. Composers, writers, actors, singers, musicians were 
either sent into exile or sent to their deaths. Kosky’s surreal yet playful vibrant operas 
become a means for bringing Jewish German culture back to life for the 21st Century.  

The Nose 2018 (photo courtesy of Opera Australia)

Key ideas

Ecstatic theatre – Kosky describers his work as ecstatic theatre: a type of performance that can be 
de�ned as controlled chaos – tension is high

Phantasmagoria: derived from the 18th and 19th Centuries, where frightening images were projected 
on to the background by way of a lantern. Kosky uses audio-visual technology to create backgrounds 
the actors interact with.

Kosky was in&uenced by Grotowski’s poor theatre, Butoh and Suzuki in that he likes to use elements 
of their ideas

Mozart is a pivotal in&uence on Kosky
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REVIEW QUESTIONS

1. Who is Barrie Kosky and how would you describe his personal style?

2. What is the difference between Kosky’s operas and classical opera?

3. What is ecstatic theatre?

4. List Kosky’s inDuences.
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5. As a set designer, how could you use phantasmagoria for a scene from the text you

are studying in drama at the moment?

6. As a sound designer how could you use Kosky’s ideas of music being  ‘the motor for
everything’ in a scene from the text you are currently studying in drama?

7. How could you, as an actor, use Kosky’s vaudeville, review or circus to develop your
character in rehearsal from the text you are currently studying in drama?

8. How could you, as a costume designer, use Kosky’s sense of the surreal in your
costume designs for the text you are currently studying in drama?
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EXAMPLE 3

Robert Lepage, (1957–) is a Canadian writer, director, designer, and actor known for 
his highly original stage and 1lm productions, which draw together disparate cultural 
references and unconventional media. His personal style has been described as 
‘Metamorphous Scenography’ by Melissa Poll because of his dynamic stage space 
characterised by a set that shifts position, height, depth and/or composition to represent 
Lepage’s interpretation of a text. His work is characterised by evocative scenography that 
produces highly visual interpretations of classic dramatic texts. Lepage’s scenographic 
dramaturgy is effective at suggesting unconventional readings of classic plays and 
drawing out their subtext.

After studying in Paris with Swiss director Alain Knapp, Lepage in 1982 joined Théâtre 
Repère in Quebec. This theatre company, founded by Jacques Lessard, relied on the 
active involvement of actors to discover the key object or pattern necessary to develop 
the production. In 1985 Lepage became artistic director of the company. 

Lepage was noted for juxtaposing multicultural elements in his plays, often to surprising 
effect. His Dragon’s Trilogy (1985) was staged partly in Chinese. For Tectonic 
Plates (1988; 1lmed 1992), which dealt with the collision of French Canadian and 
Scottish cultures, he used two pianos gliding across the stage to symbolize the continents 
of Europe and North America. 

Lepage left Théâtre Repère to become head of the French theatre section of the National 
Arts Centre in Ottawa in 1989. There he staged Needles and Opium (1991), in which 
French poet and 1lmmaker Jean Cocteau and American jazz trumpeter Miles Davis, 
both played by Lepage, exchanged places. Lepage envisioned the men in 1949 traveling 
between New York and Paris at the same time, both addicted to drugs. In 1992 
Lepage sparked controversy at the British National Theatre by setting Shakespeare’s A 
Midsummer Night’s Dream in a mud bath.

Lepage returned to Quebec City in 1994 to found a new theatre company, Ex Machina, 
having left his position at the National Arts Centre the previous year. The company’s 1rst 
production, The Seven Streams of the River Ota (1994), used the bombing of Hiroshima as 
a metaphor for contemporary problems such as AIDS. The play, set in the home of a Jewish 
Czech photographer living in Japan, revealed the story line through a series of Dashbacks. 

Many of the plays staged by Ex Machina were written and directed by Lepage, sometimes 
in collaboration with other members of the company.  The abstracted Zulu Time (1999) 
put Lepage’s trademark ability with lighting and intricately composed video projections 
on full display to tell the stories of a cast of characters ranging from Dight attendants to 
terrorists. The Andersen Project (2005), in which Lepage also appeared, wove together 
several Hans Christian Andersen fairy tales. Always intrigued by straining the boundaries 
of convention, Lepage staged Lipsynch, a nine-hour production, in 2007.

While working in the theatre, Lepage also was involved with a number of opera 
productions. Lepage also worked in 1lm, 1rst appearing in Jesus of Montreal (1988) 
as an actor playing Pontius Pilate in a Passion play. Le Confessional (1995), which 
Lepage wrote and directed, created parallels between the events surrounding the 1lming 
of Alfred Hitchcock’s I Confess (1952) and the lives of his contemporary characters. 
Based on Lepage’s 1987 play, Le Polygraphe (1996) was a metaphysical detective story 
sparked by the murder of one of his friends. 

Possible Worlds (2000), based on a John Mighton play, plotted several permutations of the 
existence of one couple, played by Tilda Swinton and Tom McCamus. Lepage wrote and 
directed La Face cachée de la lune (2003; The Far Side of the Moon), which also featured him 
in the roles of the two main characters; it was based on his play of the same name (2000).

Lepage applied his theatrical abilities to a multitude of other endeavours. He staged tours 
for British rock singer Peter Gabriel in 1993 and 2002 and, in 2005, premiered KÀ, a 
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Cirque du Soleil production that he had designed, in Las Vegas. In 2008 he designed a 
massive light installation, The Image Mill, that projected scenes of Quebec’s history onto 
the side of a building in Quebec City. 

Lepage’s Key Concepts:

1. The RVSP cycles:

• Resources

• Scores

• Value-action

• Performance

The RSVP Cycles are founded in dance and performance where they are space, objects 
and the body, placing improvisation at the core of the creative process.

2. Lepage’s devising process

Lepage says he is attracted “to plays in which the characters are transformed, but also 
to plays in which the sets are transformed and matter is transcendent. It’s incredible 
to be able to travel through time and place, to in1nity, all on a single stage. It’s the 
metamorphosis brought about on stage that makes this kind of travel possible.” (Charest, 
1997, p. 135)

“I consider myself a stage author, understanding the mise-en-scène as a way of writing. 
For example, in this work, the ideas from the mise-en-scène alternate with the actors’ 
lines, one leads to the other … What fascinates me about the act of creation is that you 
1ll a space with objects that have no relation to each other, and because they are there, 
‘all piled up in the same box’, there is a secret logic, a way of organising them. Each piece 
of the puzzle ends up 1nding its place.” (Lepage, 2002)

Lepage points out that “directing is not the sole property of the director. With our 
approach, it comes out of a collective effort. When we rehearse with actors, we discover 
and uncover the play. When I direct, my approach is closer to that of a student than that 
of a teacher. I think this is what makes the play continue to evolve right until opening 
night and even beyond it.” (Charest, 1997, p. 167)

3. Multi media and performance art

Lepage’s creative use of different forms such as video, moving stage-sets, puppetry, 
projections and music allows him to advance the narrative in all sorts of ways, with 
Dash-forwards, jump-cuts and multiple points of view.

Some of the key characteristics of his performance-theatre personal style are:

• non-text based and event-driven action

• dependency on speci1c space/location and time, which structures performed events

• subjectivity and an autobiographical approach

• non-conceptual

• absence of pre-conceived ideas

• independence (they are single events created as improvisation and through
accidents)

• communication with the audience through a plurality of media, regardless of the
audience’s verbal language

• the inclusion of the audience in the creative process
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REVIEW QUESTIONS

1. Who is Robert Lepage and how would you describe his personal style?

2. What is Metamorphous Scenography?

3. What is ecstatic theatre?

4. What is Lepage’s RSVP cycle?

5. Describe Lepage’s devising process?

6. What are the key characteristics of Lepage’s performance art?
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5EXPERIMENTAL APPROACHES

EXAMPLE 4

ROBERT WILSON

Robert Wilson is renowned as one of the great American experimental theatre-makers, 
valorised as a director, writer, performer, painter, choreographer, sculptor, video artist, 
set designer and sound and lighting designer.

Born in Waco, Texas in 1941, he originally trained as an architect and that understanding 
of light, space and structure is the conceptual foundation of all of his work. He is well-
known for his slow-motion tempo and silences. This emphasis on silence is fully explored 
in some of his works. Deafman Glance is a play without words, and his adaptation 
of Heiner Müller’s play Quartet (de) contained a 1fteen-minute wordless prologue. This 
silence onstage may be unnerving to audience members but serves a purpose of showing 
how important language is by its absence. It is Wilson’s means of answering his own 
question: “Why is it no one looks? Why is it no one knows how to look? Why does no 
one see anything on stage?”

Photo courtesy of The Red List Lulu, directed by Robert Wilson 2011

His way of approaching a work from its conception as an interrelated structure of 
planes, space and light, enables him to explore these spaces between perception, memory, 
observation and analysis. His famous work Einstein on the Beach, a collaboration with 
composer Philip Glass, was ground breaking when it premiered in 1976.

The opera was staggering in the scope and detail of its unique design and presentation. 
Wilson could see the whole work as a “time/space construction” from 1rst discussions.

MOVEMENT

Movement is another key element in Wilson’s work. As a dancer, he sees the importance 
of the way an actor moves onstage and knows the weight their movement bears. When 

ROBERT WILSON AND VE MEYERHOLD
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speaking of his “play without words” rendition of Ibsen’s When We Dead Awaken, 
Wilson says:

I do movement before we work on the text. Later we’ll put text and movement 
together. I do movement 1rst to make sure it’s strong enough to stand on its own 
two feet without words. The movement must have a rhythm and structure of its 
own. It must not follow the text. It can reinforce a text without illustrating it. 
What you hear and what you see are two different layers. When you put them 
together, you create another texture. 

With such an emphasis on movement, Wilson even tailors his auditions around the 
necessity of it. In his auditions, “Wilson often does an elaborate movement sequence” 
and “asks the actor to repeat it”. Thomas Derrah, an actor in the CIVIL warS, found 
the audition process to be bafDing: “When I went in, [Wilson] asked me to walk across 
the room on a count of 31, sit down on a count of 7, put my hand to my forehead on a 
count of 59. I was mysti1ed by the whole process”. To further cement the importance 
of movement in Wilson’s works, Seth Goldstein, another actor in the CIVIL warS, 
stated “every movement from the moment I walked onto the platform until I left was 
choreographed to the second. During the scene at table all I did was count movements. 
All I thought about was timing”.

TEXT

When it comes time to add the text in with movement, there is still much work to be 
done. Wilson pays close attention to the text and still makes sure there is enough “space 
around a text” in order for the audience to soak it up. At this point, the actors know their 
movements and the time in which they are executed, allowing Wilson to tack the actions 
onto speci1c pieces of text. His overall goal is to have the rhythm of the text differ from 
that of the movement so his audience can see them as two completely different pieces, 
seeing each as what it is. When in the text/movement stage, Wilson often interrupts the 
rehearsal, saying things like “Something is wrong. We have to check your scripts to see 
if you put the numbers in the right place”. He goes on to explain the importance of this:

I know its hell to separate text and movement and maintain two different rhythms. 
It takes time to train yourself to keep tongue and body working against each other. 
But things happen with the body that have nothing to do with what we say. It’s 
more interesting if the mind and the body are in two different places, occupying 
different zones of reality. 

These rhythms keep the mind on its toes, consciously and subconsciously taking in the 
meanings behind the movement and how it is matching up with the language.

SILENCE AND STILLNESS

Similar to Wilson’s use of the lack of language in his works, he also sees the importance 
that a lack of movement can have. In his production of Medea, Wilson arranged a scene 
in which the lead singer stood still during her entire song while many others moved 
around her. Wilson recalls that “she complained that if I didn’t give her any movements, 
no one would notice her. I told her if she knew how to stand, everyone would watch her. 
I told her to stand like a marble statue of a goddess who had been standing in the same 
spot for a thousand years”. Allowing an actor to have such stage presence without ever 
saying a word is very provocative, which is precisely what Wilson means to accomplish 
with any sense of movement he puts on the stage.
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LIGHTING

Wilson believes that, “The most important part of theatre” is light. He is concerned with 
how images are de1ned onstage, and this is related to the light of an object or tableau. 
He feels that the lighting design can really bring the production to life. The set designer 
for Wilson’s the CIVIL warS, Tom Kamm, describes his philosophy: “a set for Wilson is 
a canvas for the light to hit like paint”. He explains, “If you know how to light, you can 
make shit look like gold. I paint, I build, I compose with light. Light is a magic wand”.

Wilson is “the only major director to get billing as a lighting designer” and is recognized 
by some as “the greatest light artist of our time”. He designs with light to be Dowing rather 
than an off-and-on pattern, thus making his lighting “like a musical score”. Wilson’s 
lighting designs feature “dense, palpable textures” and allow “people and objects to leap 
out from the background”. In his design for Quartett, Wilson used four hundred light 
cues in a span of only ninety minutes. 

He is a perfectionist, persisting to achieve every aspect of his vision. A 1fteen-minute 
monologue in Quartett took two days for him to light while a single hand gesture took 
nearly three hours. This attention to detail expresses his conviction that, “light is the 
most important actor on stage”.

PROPS

Wilson’s interest in design extends to the props in his productions, which he designs and 
sometimes participates in constructing. Whether it is furniture, a light bulb, or a giant 
crocodile, Wilson treats each as a work of art in its own right. He demands that a full-
scale model of each prop be constructed before the 1nal one is made, in order, to check 
proportion, balance, and visual relationships on stage. Once he has approved the model, 
the crew builds the prop, and Wilson is renowned for sending them back again and again 
and again until they satisfy him. He is so strict in his attention to detail that when Jeff 
Muscovin, his tech director for Quartett, suggested they use an aluminium chair with a 
wood skin rather than a completely wooden chair, Wilson replied:

“No, Jeff, I want wood chairs. If we make them out of aluminium, they won’t 
sound right when they fall over and hit the Door. They’ll sound like metal, not 
wood. It will sound false. Just make sure you get strong wood. And no knots.” 

Such attention to detail and perfectionism usually resulted in an expensive collection 
of props. Curators regard them as sculptures, and the props have been sold for prices 
ranging from $4,500 to $80,000.

(from Holmberg, Arthur [1996] The Theatre Of Robert Wilson, Cambridge: Cambridge 
UP ISBN 978-0-52136-492-8)
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REVIEW QUESTIONS

1. Who is Robert Wilson and how would you describe his personal style?

2. How could you use Wilson’s unique approach to movement in rehearsal?

3. How does Wilson use silence and stillness and what effect does it have on the
audience?

4. How would a lighting designer work in collaboration with Wilson on a production?

5. Describe Wilson’s process of designing, selecting and constructing props with the
technical director?

6. How could you use Wilson’s approach to scenography if you had an unlimited
budget for a production of the text you are studying in drama?
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EXAMPLE 5

Meyerhold

Meyerhold (1874–1940) is recognised as an important theatrical innovator of the 
twentieth century. Born in Russia, he studied at the Moscow Philharmonic Society’s  
theatre school and joined the Moscow Art Theatre’s (MAT) acting company in 1898. As 
an actor in the company, he was inDuenced by the acting methods being developed by the 
inDuential director, actor and writer Stanislavsky, one of the founders of the company. 

Although his early work was strongly inDuenced by Stanislavski’s emphasis on realism, 
like many other theatre workers of his time, he eventually rejected the naturalistic forms 
of theatre that developed from this aesthetic approach. He left the MAT in 1905 and, 
in the years leading up to the Russian Revolution, he held a prestigious position as 
artistic head of the Imperial Theatres in St Petersburg. During this time he also staged 
experimental plays in various unof1cial studios, held classes and edited a journal 
called The Love of Three Oranges under the pseudonym Dr Dapertutto. 

After the Russian Revolution, Meyerhold was appointed as head of the theatrical section 
of the Commissariat of Education and Enlightenment. Unfortunately, his ideas and 
approaches conDicted with of1cial party policies and he and his work were increasingly 
subjected to censorship and public criticism. As personal persecutions and cultural 
repression intensi1ed in Russia during the oppressive Stalinist regime, he was arrested as 
a dissident in 1939 and was secretly executed in prison the following year. 

Meyerhold did not write about his approaches to theatre production and acting, but 
information about his activities, ideas and interests has been recovered and re-examined 
since 1955 when his name and contributions were of1cially rehabilitated in Russia. 
We now know that his work examined and utilised more popular forms of theatre that 
were based on non-realistic and highly physical styles of performance such as mime and 
commedia dell›arte. He explored these methods over the course of his life and eventually 
formulated a new approach to acting based on physical training and acrobatic movement 
called Biomechanics. 

Berliner Ensemble: Faust 1 and Goethe Wilson 2015
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Biomechanics

Acting

• Movement, space, rhythm and gesture are primary elements in the language of theatre

• Look for ways to create ‘truthful’ performances without imitating or trying to copy the
reality evident in everyday life.

• Rhythm should be the base of all theatrical activity and actors should be encouraged to
re1ne their art until they could reach the precision of machines

• The stylised forms of acting Meyerhold admired required the development of physical
stamina and skill. He focused on developing a series of exercises that could enable actors
to perform highly ‘theatricalised’ dramatic forms

• His work focused on developing the energy and rhythms

• Non-representational performance styles

• Actors should learn to present their character without trying to become their character.

• Actors are encouraged to comment on their characters, to directly address spectators
from positions downstage or to improvise and banter with audiences

Scenography

• Strong emphasis on the theatre’s need for simplicity and the power of a bare stage

• In the 1920s he began to use a mode of set design called constructivism.

• Scenery and multi-levelled sets with ramps leading between platforms were constructed
according to their utility and their ability to enhance biomechanical acting rather than
for any decorative purpose

• He rarely used front curtains

• Often kept the house lights on so that the actors and spectators could clearly see each
other

• His productions explored a variety of non-representational approaches to set design and
acting

• Music was also used to support the physical and emotional rhythms he wished to
accentuate in productions and he sometimes composed his own scores.

Meyerhold, like a number of theorists, suggested that theatre has its own language. But, unlike 
many of his contemporaries, he rejected the view that art somehow transcended the everyday 
concerns of life. He saw theatre as a social art and a social act and argued that the concerns 
and issues of all classes of people should be represented in art forms like theatre. Sadly, his 
refusal to adopt of1cial ideals of social realism and naturalistic forms of theatre eventually 
cost him his life. However, his approaches and innovations have left a lasting impression on 
the theatre world and his inDuence is clearly evident in the work of the celebrated director and 
playwright, Bertolt Brecht. 

Biomechanics’ purpose was to widen the emotional potential of a theatre piece and express 
thoughts and ideas that could not be easily presented through the naturalistic theatre of the 
period.

The techniques of Biomechanics were developed during the rehearsals of a series of plays 
directed by Meyerhold in the 1920s and 1930s when Socialist Realism was at its height in 
Russia. Biomechanics is a precursor to and inDuence on much of the 20th Century’s physical 
theatre.
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REVIEW QUESTIONS

1. Who is Meyerhold and how would you describe his historical and political context?

2. How could you use Meyerhold’s biomechanics when developing a character’s
movement in rehearsal?

3. How does Meyerhold’s biomechanics differ from the Socialist Realism that was
popular in its day?

4. In sport, biomechanics examines forces acting on the body, and the effects of these
forces. How could this relate to acting and Meyerhold’s system?
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5. Describe the ultimate purpose of Meyerhold’s biomechanics?

6. How could you use Meyerhold’s approach to scenography for a production of the
text you are studying in drama?

7. Meyerhold’s ideas had a strong inDuence on Brecht. How are they similar?
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6
HOW A RANGE OF PHYSICAL AND PSYCHOLOGICAL 
APPROACHES MANIPULATE THE ELEMENTS OF 
DRAMA TO DEVISE AND PERFORM ORIGINAL WORK

ELEMENTS OF DRAMA

1. Role/Character

a. Role – Two dimensional, highly stereotyped, represents an abstract concept, displays
a speci1c human trait (emotions etc.) as with expressionism, Epic theatre, and
presentational theatre.

b. Three Dimensional – multi-layered, inner life and well rounded as in realism/
naturalism and representational theatre.

2. Relationships – how characters interact with each other. This differs in various physical and
psychological approaches. Relationships may change or may not over the course of the play.

a. Cooperative – Positive, warm, caring

b. Adversarial – negative, cold or provoking

c. Neutral – indifferent

d. Non-existent – unknown

e. Identify what type of relationship your role/character has.

3. Situation – The set of circumstances a character/role experiences.

4. Voice – How you use your voice to create meaning and create role/character.

5. Movement – how you create physicality to express meaning to create character/role.

6. Space and time:

a. Space – How you use your space to create setting, locations, geographical (country or
city)

b. Time – The year, month, date, day, hour of the inner world of the play. Time could be
forward in a regular, linear manner or it can move in a non-realistic way, leaps in time,
Dashback or cyclical techniques could be used.

7. Symbol and metaphor

a. Symbol – an object or person, activity or event that represents something else.

b. Metaphor – The naming of, or indication that, one object, person, activity or event is
another (The curtain of night).
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8. Language and text – Prose or verse. Prose follows the patterns of everyday natural
speech – associated with representational drama styles. Verse is more rhythmic in its Dow,
combining stressed and unstressed syllables. Text is simply written material.

a. Language examples: verse, prose, direct address, narration, aside, reported speech,
monologue and duologue.

9. Mood and atmosphere –

a. Mood – the emotional states and attitudes of the character and roles during
performance as the dramatic action unfolds.

b. Atmosphere – the impact and interaction of the performance made on the audience.

10. Dramatic tension: the emotional or psychological pressure that builds during the
performance as the dramatic action unfolds.
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REVIEW QUESTIONS

1. Give an example of both a two-dimensional and three dimensional character from
plays you have studied or seen. What form and style were these plays performed in?

2. How do character’s relationships change throughout the course of a critical scene in
one play and how could this be shown using proxemics?

3. How would you describe your character’s vocal qualities in a play your are interpreting 
in drama?

4. Describe your character’s movement using animals and adjectives.
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5. Describe a symbol and a metaphor from a famous play or a play you are studying in

drama. What is the difference between a symbol and a metaphor?

6. How can you manipulate mood using colour as a lighting designer?

7. How could you manipulate atmosphere using sound design for a production of the
text you are studying in drama?

8. How can you build dramatic tension using tempo and rhythm in a scene from a text
you are studying in drama?
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7PRACTICAL (PERFORMANCE) EXAMINATION 

Time allocated

Examination: 15 minutes

Provided by the candidate

• A signed Declaration of authenticity

• Two copies of each monologue with completed cover pages.

• Sound equipment (if required) that the technical assistant can carry into the room
unassisted.

• Props or costumes (if required) that the candidate can carry into the room unassisted.

Provided

• One school desk and two chairs.

• A warm-up space.

Additional information

Candidates are to select and perform two monologues.

MONOLOGUE 1

Monologue 1 is to be sourced by the candidate and not selected from the Set Monologue List.  
It must be a single character performance.

It can be either:

• published or unpublished (from a play, screenplay or stand-alone monologue)

• a monologue created by the candidate

• a mix of published and/or unpublished and/or monologue created by the candidate

MONOLOGUE 2

Monologue 2 must be selected from the Set Monologue List.

• The candidate is to work within the marked performance area.

• The markers will stop the preparation or performance after the maximum allocated time
has elapsed for that component.
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Section Supporting information

Part 1

Monologue 1 – Candidate’s Choice 

45% of the practical examination

Preparation: 60 seconds

Duration: 3–4 minutes 

The candidate performs a monologue which demonstrates 
their interpretation. 

The candidate has 60 seconds to prepare before 
performing Monologue 1. The preparation time can 
be used to organise the space, props and/or costume. 
Candidates are encouraged to use the time to familiarise 
themselves with the performance space and vocally  
warm-up.

The candidate may use an audio recording to support their 
performance and have a technical assistant to operate 
sound. If a technician is utilised, they are to leave the 
examination space at the conclusion of Monologue 1.

Part 2

Monologue 2 – Set Choice

35% of the practical examination

Preparation: 60 seconds

Duration: 2–3 minutes

The candidate has 60 seconds to prepare before 
performing Monologue 2 from the Set Monologue List.

The preparation time can be used to organise the space, 
props and/or costume.

Audio recording is not permitted in the performance.

Part 3

Improvisation

20% of the practical examination

Preparation: 60 seconds

Duration: 1–2 minutes

The candidate is given an improvisation based on a given 
character/role, setting and action to perform.

The preparation time of 60 seconds can be used to plan 
the improvisation and/or organise the space, props and 
costume.

7.1 PREPARING FOR THE EXAM

PART 1: MONOLOGUE 1 – CANDIDATE’S CHOICE 45% (3–4 MINUTES)

The monologue is to be sourced by the candidate and must be a single character performance. 
It can be either: 

• published or unpublished (from a play, screenplay or stand-alone monologue)

• a monologue created by the candidate

• a mix of published and/or unpublished and/or monologue created by the candidate.

Technical assistance 

Candidates can have a technical assistant to operate the sound equipment for Monologue 1 – 
Candidate’s Choice. The drama teacher of a candidate or a person who is a practical examination 
marker in 2023 cannot act as a technical assistant. 

The technical assistant: 

• must ensure that nothing they wear or carry can identify them, any school, club
or achievements. If this does occur, the candidate will be referred to the Breach of
Examination Rules Committee

• will set up and operate sound equipment in a position nominated by the markers • can
only communicate with the candidate when conducting a sound check during set-up time
(they cannot prompt, applaud, cheer or comment during the performance)

• can carry and set up the sound equipment only (that is, they may not carry in any props,
costumes or scenery)
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• must leave immediately after the completion of Monologue 1 – Candidate’s Choice and
take the sound equipment with them.

Students will be marked on:

• Interpretation

• Voice

• Movement

• Characterisation

• Application of selected elements of drama

The performance will be stopped if it is still in progress after 4 minutes. 

• Transition between Parts 1 and 2: the candidate is allowed up to 60 seconds to set up any
props or scenery, or make any necessary costume changes for Part 2.

PART 2: MONOLOGUE 2 – SET CHOICE 35% (2–3 MINUTES)

For their Monologue 2 – Set Choice, candidates must select a monologue from the Set Monologue 
List (available on the course page of the Authority website). The Script cover page: Monologue 
2 – Set Choice must be attached to the front. Scripts will not be returned to candidates.

Students will be marked on:

• Voice

• Movement

• Characterisation

• Application of selected elements of drama

The performance will be stopped if it is still in progress after 3 minutes. 

• Transition between Parts 2 and 3: the markers will provide a suggestion for an
improvisation. The candidate is allowed up to 60 seconds to set up any props or scenery,
or make any necessary costume changes for Part 3.

PART 3: IMPROVISATION 25% (1–2 MINUTES)

• Voice

• Movement

• Role/Characterisation

• Given idea

The performance will be stopped if the improvisation is still in progress after 2 minutes.

7.2 EXAM PREPARATION

Characterisation

‘I’ve always remembered something Sanford Meisner, my acting teacher, told us. When you 
create a character, it’s like making a chair, except instead of making something out of wood; you 
make it out of yourself. That’s the actor’s craft – using your body to create a character.’

Robert Duvall 
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Have you read and researched the entire play? Yes?     No?  

The Given Circumstances

WHO AM I? 

Character Background 

Super (life) Objective

WHERE AM I? (be speci1c)

WHEN IS IT? (be speci1c)

The Scene

WHO/ WHAT IS THE SUBJECT?   

What is my relationship to the subject? (be speci1c)
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WHAT HAS HAPPENED BEFORE THIS MOMENT?

What details from the character’s life are relevant to this scene?

What has occurred immediately before the scene?

WHAT DO I WANT THE SUBJECT TO DO? (Scenic objective)

I want to make the subject do or say something

WHY DO I WANT THIS? (Motivation)

I want to feel different in this way

HOW WILL I ACHIEVE THIS? (Tactics/ Actions)

Consider as many different tactics as possible you can play to achieve your objective.
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WHAT IS THE CONFLICT IN THE SCENE? (Obstacle)

ConDict is that which makes theatre interesting.

What is in the way of my character achieving his/ her objective? This is the obstacle. Fighting to 
overcome the obstacle causes conDict.

WHAT IS AT STAKE?

Ask yourself: What are my absolute hopes versus my absolute fears for the scene? In other words: 
What is the best outcome versus the worst outcome for my character? This will inform the actor 
how important it is for them to achieve their objective. 

The Most Important Elements – describe using a single word

1. Objective What your character wants

2. Motivation Why your character wants it

3. Tactic The psychological means of achieving it

4. Action The physical means of achieving it

5. Obstacle What stands in your way?

6. Subject  That which you are focused on changing in some way -usually another 
character.
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The Space

“When you stand on the stage you must have a sense that you are addressing the whole 
world, and that what you say is so important the whole world must listen.”

Stella Adler

When you enter the performance space, remember this is your space, your time – seek to control 
it. Fill the space with your energy. Breathe deeply to calm your nerves.

1. Space considerations: do you want to begin on or off stage? Why? What position on stage
best suits your performance? Why?

Point of Focus: position whoever you are talking to in your monologue downstage with their 
backs to the audience. This allows you to focus your attention to the audience/markers. Don’t 
introduce other characters at right angles to where you are standing as this causes the actor to 
be in pro1le. Place all imaginary characters at 45 degree angle to you so that your imaginary 
character approaches you from downstage left or right. This enables the audience to clearly see 
your face and expressions.

2. Block out and map where each part of your MONOLOGUE will take place below:
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Symbolic Props and Costumes

Symbolic props and costumes can add an effective dimension to your performance but don’t 
overdo it. They can also be used several times throughout the performance.  Basil could have an 
oversized compass that represents being lost, or a telescope that he uses as a telescope and an ore 
and a pen.

Symbolic Prop What does it represent and how will you use it?

Character qualities and the impact of context? 

• Voice?

• Accents etc. (See also language)

• Voice – 1nd your way into your character through your choice of voice. Animal?
(Andy Serkis based his voice for Gollum in Lord of the Rings on a cat coughing up a
fur ball; and the voice for Smeagol on his 4 year old son).

• Body?

• Movement techniques and physical elements

• Incorporating physical theatre techniques:

o Mime – This usually means stylised movement but can be comparatively realistic.

o Gesture – A gesture may be something small but can have emotional impact or it
can be a particular movement that de1nes a character.
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o Status – This may be executed by use of levels or by posture and facial expressions,
or a combination of all of these with voice work.

o Proximity – How close or far you are from your audience can be a source of
very powerful impact. For example, the threatening gangster who speaks to his
“victim” DSC as close to the audience as possible given the space.

o Stance – This is associated with strength as the body could radiate assertion and
authority or weakness by stance, incorporating posture.

o Harshness and tenderness – Used here as umbrella terms to focus on the fact that
in physical work the gestures and bigger movements come together to express the
emotions of the piece.

o Movement – Every movement needs to be rehearsed with precision.

o Not moving – If the stage has been full of character movement, immobility can
have a powerful effect.

o Mask work – The impact of a mask is visual and without the facial features to
show action, movement becomes an even more central performance instrument.

o Dance work – Don’t be afraid to include dance in your work; you don’t have to be
an experienced dancer. ‘Dad dancing’ can work well in a comedy for instance!

o Motif – This is repeated use of a movement pattern which has meaning and
reminds us of the central theme of the work.

Other qualities

Psychological – what is the character’s distinct psychology?

• Psychological Gesture?

Psychological Gesture is a physical expression of 
the thoughts, feelings and desires of the character, 
incorporated into one movement. It awakens the essence 
of the character in you thus aligning your thoughts, 
feelings and will (objective) with that of the character. 
When this happens, your walk, your expressive 
mannerisms, your voice and line delivery are all inspired 
by one moving image. You can perform the gesture prior 
to your monologue to trigger your artistic nature. While 
in the monologue, if your inspiration weakens, you 
simply envision the gesture in your imagination as you 
are acting and it will revitalize you.

How do you Dnd the right Psychological Gesture? 

For example: if you are playing a villain, you might begin by asking what it is your character 
desires. 

Power? 

Okay, how do you go about getting power? 

By dominating? 

Okay, what is a physical movement that dominates? 

Pressing down.
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Design and work out your interaction with:

• Audience (within monologue) position

• Spatial elements and props

• Costumes and props: are they practical? Are they allowed?

Blocking as appropriate to situation, space and action?

• Imaginative?

• Sensitive?

Audience

Language:

• Pronunciation is there for a reason – do you keep it or shift it? Why?
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• Do you know what each word means?

• Punctuation, phrasing, dynamics

• Sub text vs. text

Sub-text:

• What is really going on? What is your character really thinking? Why are they really doing
this?

• What the character says (the script lines) is often in total opposition to what they really
mean (the sub-text) which goes unsaid. The character’s objective is, therefore, often linked
to the subtext. The character should always focus on trying to achieve their objective, no
matter what the say in the script. For example:

• The subtext may be: “He wants to disappear and never be seen again”

• This objective can be shown in the scene by:

• “Sinking to the Door”

Text

Sub-Text
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How do I end it?

• Where is your character now in their journey?

• How have they developed or what has changed as a result of the scene? What has been
revealed about the sub-text?

• Has their voice/physical/inner qualities shifted or changed?

• Final moment?

• Hold the end moment. Ensure you have time allowance to hold that end moment for a
few seconds then break from the scene.

o How is the 1nal line /word/gesture etc delivered?

o What do you want to leave your audience with?

o Energy of scene: Is it a climatic or anti-climatic ending how do you address this?
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7.3 REHEARSAL TECHNIQUE:

“ strategies and approaches to rehearsing and directing, including use of planning…..”

Be able to map out your process of preparation and rehearsal.

• Rehearse with someone else acting as the other person/s in the scene

• Lines and emotion run

• Play alternative and exaggerated emotions

• Over-the-top gesture runs

• Improvise it – run once you have the idea of the motivations, shifts etc.

• Find the light and shade, variations in pace, delivery vocally and physically.

• Have you watched yourself? Record and watch

• Play with emotion, pace, dynamics etc.

• Play it doing alternative actions- or actions you might 1nd in this space or situation –
watch what others do.

• Rehearse whilst doing everyday tasks: Eg Washing up or making a bed – BUT don’t just
make it a line run.

• Hot seating

• Block your movement in the space – note: remember the space is 3 dimensional,

• Remember to motivate your movements

• Remember to consider what is in the space.

• Actually plan your blocking showing the shifts in the scene/character

• Rehearse in the space.

• Have sets of rules:

• EG: The door is always there, when I’m angry this is my place of retreat. The other
character in the space is always this height. The character who calls from off stage
always calls from this side of the space.

• What do I do with my hands, arms? Control them! Use a prop.

• Punctuation – it’s important, the playwright has included it for a reason.

• Rehearse the transitions in and out of the monologue.

• Run vocally – record your sound and listen to it carefully. Ask someone who doesn’t know
the text to listen to it, and tell you what it was about. Are there any parts that were unclear
etc.
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1. If I wanted to create a domineering angry character and a shy, submissive character, how
would I do this using posture, gesture and facial expressions?

Character Posture Gestures Facial Expressions

Domineering & 
Angry

Shy & Submissive

Costume designs
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Costume design
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Floor plans and elevations (see following page for example)

What is physically in your space?
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Monologue Marking Key

What is in the Marking key? To 1nd the latest marking key look on the SCSA website at:

https://senior-secondary.scsa.wa.edu.au/__data/assets/pdf_file/0004/1013278/2023-DRA-
Practical-performance-marking-key-DRAFT.pdf

Familiarise yourself with the marking key. 

Know how you are being marked and apply it to your monologues.

What’s essential in a monologue?

• Read the entire script so that you understand the character, context, form and style and the
character’s journey.

• You need to effectively and creatively integrate vocal and movement techniques to
maximise dramatic meaning

• You must perform a highly credible role/characterisation

• You need to communicate an effective and complete dramatic journey – so make sure the
monologue you choose has a character arc.

• Effectively and creatively integrate the elements of drama and the drama forms and styles
into your monologue to maximise dramatic meaning and audience impact

• Use appropriate drama conventions for your form and style

• Creatively integrate design and technology to maximise dramatic meaning and audience
impact – use soundscapes, costumes, props, sets that you can carry on and off the stage if it
suits the piece.

Advice for candidates 

• If you use soundscapes or voice-overs in the Monologue ensure that they actually enhance
the performance.

• Do not use props that are inappropriate and/or deemed a hazard such as glass, ceramics,
liquids (including nail polish), knives and food in the examination.

• Use the time before the commencement of the Monologue to check your voice with the
acoustics of the performance space.

• Wear footwear that is appropriate for your role/s and/or character/s in the examination

• Listen carefully to the improvisation details provided by the marker so you can determine
the requirements in terms of change in mood/character, situation and energy level.

Monologues 

Uta Hagen’s NINE Questions

The famous theatre practitioner Uta Hagen, who died in March of 2004 is noted for her work as 
a profoundly truthful actress and outstanding teacher/coach of some of the most respected actors 
of today. Her book Respect for Acting is essential reading for all serious actors and students of 
the theatre. Knowing the answers to her “NINE QUESTIONS” is an important tool to use for 
scene and monologue work.

Many actors used these questions only. 
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Hagen’s Nine Questions

1. Who am I?
Who is your character? Identify all the details: name/age, physical traits, relatives, education, 
personal opinions, likes, dislikes, hobbies, fears, ethics, and beliefs.

2. What time is it?
The year, the season, the day, the minute. What is the signi1cance of time?

3. Where am I?
Identify the country, the city/town, the neighbourhood, the building, the room, the speci1c
area of the room.

4. What surrounds me?
What is happening in the environment around you? Weather, landscape, people, animate/
inanimate objects.

5. What are the given circumstances?
Identify events in the past, present, future. What has happened, what is happening, what
is going to happen?
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6. What are my relationships?
This is more than your relationship to other people. Think about your relationship to
objects, characters, and events.

7. What do I want?
What do you want immediately? What does the character want overall?

8. What is in my way?
What are the obstacles to getting what you want?

9. What do I do to get what I want?
What actions do you take (both physically and verbally)? What tactics?

Voice Terminology

• voice techniques (posture, breathing techniques, voice production, articulation, pace,
pause, pitch, projection, phrasing, tone and accent as appropriate and dynamics) for
clarity, control and Dexibility of voice in performance appropriate to text, forms and styles

Posture

Effective posture is required to assist in creating an effective voice. Effective posture means 
freeing your body of tension and having relatively straight posture. (Neutral position is helpful)

1. Pace – the speed of which we talk.  How can we use pace effectively?

2. Pitch – is the level of how high or how low we speak?  How can we vary our pitch in
performance? What are some ways we can vary pitch?
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3. Pause – the break or gap in vocal sound. Examples on how pause can be used is to
demonstrate, thought, or hesitation

4. Projection – increasing volume.

5. Phrasing – the grouping of words spoken together.

6. Tone – emotional

Notes:

Movement Terminology

A picture tells a thousand words:
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Images created through movement: describe the following for your monologue

• Facial expression – can reDect inner thoughts, emotion, and reactions to other characters
or situations

• Eye-line – can be used as point of focus to draw audience attention to an object, a person
or create tension.

• Posture – how can you position your body to show character, relationship and situation?
How are we using posture in movement and in stillness?

• Physical nuances – how can we create nuance, to create credible characters?

Gestures – Gesture is typically used in three ways:

• To explain and support dialogue

• To explain something that cannot be easily explained without verbalisation

• Involuntary actions that reveal feelings, thoughts and attitudes. This type of gesture is
either a reaction to something or someone. – Someone tells you a sad story and you cry;
someone puts pepper under your nose and you sneeze.
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• Gait – How does your character walk or move in the space?

• Weight – How do you demonstrate the character’s body and size?

• Space – How do you use your space? Consider levels, space above you, levels, props, desk,
chairs and how you move in the space.

• Time – move in different speeds, stillness, time to move from one place to the next or how
long before you move. How long does it take you to walk, run, dance?
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• Energy – vitality and vibrancy that is expressed. What type of energy does your character
require? If your character has a lower energy level how do you show that and maintain
your internal energy?

• Proxemics – the distance between two roles or characters and how this demonstrates
feelings or relationships towards each other.

• Consider the control of movement in performance appropriate to text, forms and styles

• Focus and spatial awareness in realising dramatic texts, contexts, forms and styles

LABAN’S MOVEMENT EFFORTS

Describe your character’s movement using Laban’s 8 movement efforts below:
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Effort Pace Weight Direction

Flick Fast Light Indirect

Dab Fast Light Direct

Press Slow Heavy Direct

Wring Slow Heavy Indirect

Slash Fast Heavy Indirect

Punch Fast Heavy Direct

Float Slow Light Indirect

Glide Slow Light Direct

Elements of Drama 

1. Role/Character

a. Role – Two-dimensional, highly stereotyped, represents an abstract concept, displays a
speci1c human trait (emotions etc.)

b. Three Dimensional – multi-layered, inner life and well rounded.

c. Relationships – how characters interact with each other. Relationships may change or
may not over the course of the play.

d. Cooperative – Positive, warm, caring

e. Adversarial – negative, cold or provoking

f. Neutral – indifferent

g. Non-existent – unknown

h. Identify what type of relationship your role/character has.

2. Situation – The set of circumstances a character/role experiences.

3. Voice – How you use your voice to create meaning and create role/character.

4. Movement – how you create physicality to express meaning to create character/role.

5. Space and time:

a. Space – How you use your space to create setting, locations, geographical (country or city)

b. Time – The year, month, date, day, hour of the inner world of the play. Time could
be forward in a regular, linear way, or it can move in a non-realistic way, i.e. leaps in
time, Dashback or cyclical.

6. Symbol and metaphor

a. Symbol – an object or person, activity or event that represents something else.

b. Metaphor – The naming of or indication that one object, person, activity or event is
another. (The curtain of night)

7. Language and text – Prose or verse. Prose follows the patterns of everyday natural
speech – associated with representational drama styles. Verse is more rhythmic in its Dow,
combining stressed and unstressed syllables. Text is simply written material.

a. Language examples: verse, prose, direct address, narration, aside, reported speech,
monologue and duologue.

8. Mood and atmosphere –

a. Mood – the emotional states and attitudes of the character and roles during
performance as the dramatic action unfolds.

b. Atmosphere – the impact and interaction of the performance made on the audience

9. Dramatic tension: the emotional or psychological pressure that builds during performance
as the dramatic action unfolds.
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Design and technologies

How are you creatively using your space, de1ning character and using the elements of drama to 
create a performance that has audience impact and dramatic meaning.

Two chairs and a table, how can you creatively use them?

Notes:
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Have you established and how will you show the following:

• The inIuence of the cultural contexts in the play.
 The various inDuences, pressures and stimuli in a period or era that brought about change
or maintained continuity. These cultural contexts may include political, economic, social,
cultural, conIict, religious, environmental, group pressure and identity. The relative impact
of cultural contexts refers not only to the cultural contexts themselves, but also the degree,
scale or pace of change or the continuity of the status quo during the period.

• Language of the text:

• Dramatic conventions of the piece/period:

• Have you established the inner context of the scene/play?

• Application of the form and style to the dramatic elements:

• Units of action / beats: physically and vocally marked

o How do you mark them?

o Units of action?

• Audience?

• Who is your character addressing? What is your relationship with the different levels
of audience? (Those watching the monologue and those within the monologue.)
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Transition 1:

Monologue 1 to Monologue 2: (Remember the one minute limit!)

• How is your character/ style different from your 1rst monologue?

• Have you a simple / easy to achieve costume change or amendment?

• Have you an easily achievable space/props/set change for the time allowed?

• How are you going to shift character and style?

• Do you have a shift mechanism?

o Energy?

o Character rhythm etc?

o Physicalisation? Physical poses –transitions between

o Entrance: Position/pace/purpose? Having alternative entry/starting points –
what is your purpose?

o Starting mid action?

• The starting moment! Don’t slide into character or the scene

• How is your character/ style different from your monologue?
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REVIEW ACTIVITIES

Once you have rehearsed your exam pieces ask yourself the following questions:

MONOLOGUE 1

1. Discuss how you used a particular practitioner’s approach in your rehearsal of your
monologue

2. Discuss how you created a sense of place in your monologue

3. Discuss how you showed subtext in your monologue
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4. Discuss the form and style of your monologue

5. Discuss the cultural contexts that impacted on the characters in your monologue

MONOLOGUE 2

1. Explain how you manipulated the elements of drama in your monologue
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2. Explain how you used psychological or physical approaches in your interpretation of your
monologue

3. Explain how you established audience responses to your monologue

4. Explain how you used improvisation techniques to develop your character/s for your
monologue
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5. Explain how you used movement and voice to create character/s for your monologue

IMPROVISATION

1. Explain how you created dramatic tension in your improvisation

2. Explain how you created character using voice in your improvisation
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3. Explain how you created mood and atmosphere in your improvisation

4. Explain how you established situation in your improvisation

5. Explain how you created dramatic tension in your improvisation
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Notes:
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8WRITTEN EXAMINATION

Time allowed

Reading time before commencing work: ten minutes

Working time for paper: two and a half hours

Permissible items

Standard items: pens (blue/black preferred), pencils (including coloured), sharpener, correction 
Duid/tape, eraser, ruler, highlighters

Section Supporting information

Section One

Short answer

Analysis and interpretation of a 
drama text

40% of the written examination

Two questions

Suggested working time: 60 minutes

The candidate is required to analyse and interpret a 
short unseen drama text for the role associated with each 
question, i.e. actor, director, designer (costume, lighting, 
set or sound).

Designer role questions will allow the candidate to respond 
in a role of their choosing. The candidate can refer to 
theatre approaches studied in ATAR Years 11 and 12.

The drama text includes a script excerpt and can include 
other information about the text, such as character lists, 
director or designer notes, images, background and 
contextual information.

The candidate can use lists, summaries, annotated 
diagrams and tables where appropriate.

Section Two

Extended answer

60% of the written examination

One question from a choice of up to 
five for both Australian and World 
drama

OR

One question for Australian drama 
and one question World drama from a
choice of up to five questions.

Suggested working time: 90 minutes

The candidate is required to analyse and explain how they 
would rehearse or perform or stage one Australian play 
and one World play from the Set text lists. Candidates 
will respond in role, i.e. actor, director, designer (costume, 
lighting, set or sound).

Designer role questions will allow the candidate to respond 
in a role of their choosing.

The candidate can answer the one question for both texts, 
or select two questions, one for each text.

The candidate can refer to theatre approaches studied in 
ATAR Years 11 and 12.

The response requires candidates to explain and justify 
how they would select and apply drama processes to 
rehearse or perform or stage both Set texts using the 
processes, conventions and elements of drama.

The candidate is required to use extended answer formats 
where they develop their responses appropriate to the 
question.

Extended answer format may include paragraphs, lists, 
tables, annotated diagrams, text references and/or 
justifications.
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Section 1.

Sample responses 

Section One: Analysis and interpretation of a drama text using extended answer forms including 
sequenced and structured paragraphs with topic sentences supported by evidence, lists, tables, 
annotated diagrams, graphic organisers, text references and/or justi1cations.

Examples: charts

Clearly and persuasively explains why and how the main features of the play will attract a broad, 
general audience. 

Includes quote from the play to support notes. 

Main Feature of the Play Reasons for choosing stage space

Form and Style: 

Magical realism and representational 
performance style

Proscenium stage

A contemporary audience likes an intimate 
space to connect to their own personal 
experience. Representational performance 
style evokes emotions and sympathy/
empathy for the character. 

The proscenium stage allows the audience to 
be near the actors whilst still maintain the 
fourth wall.

Set in different time periods over a 100 
year time span.

The set needs to switch from one time period 
to another quickly using lighting and 
costume. The table DSC will be the one set 
piece that does not move.

The play begins with the opening stage 
directions, “Let us begin with a steady fall 
of rain”

When the Rain Stops Falling is a 
dystopic play set in the future following 
environmental disaster. The proscenium 
stage allows for -sh “And a -sh falls from 
the sky and lands at Gabriel’s feet” to be 
lowered from the 0y system, for rain to be 
projected onto the back cyclorama.

Response examples: Iow charts and dot points

This answer uses a Dow chart that details the development of one scene from the text in relation 
to shifts in voice, mood and atmosphere.

The answer also effectively uses quotes from the play in the annotations to pinpoint shifts in 
mood and atmosphere appropriate to the point of view of a director.
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Outline a rehearsal process

• As a director I would utilize the rehearsal process ‘emotion memory’ by Stanislavski/
Knebel for Act 1 Scene 3 in Cloudstreet when Rose and Dolly are discussing Sam’s
hand getting caught in the winch. I would have actors think of a time when they felt
annoyed, frustrated and disappointed, and due to a non-verbal focus, get them to
display this feeling through their posture and energy.

• Then work on proxemics, gait and use of space to further express the idea of frustration.

• I would then get the actors to repeat this movement activity by recalling a time when
they were angry and frustrated about a situation.

• By calling out words like “frustration”, “annoyance” and “anger” at random intervals
I hope as a director that the actors would respond physically.

• Then we would run the scene with the dialogue. For example, in the section of the scene
when Dolly states, “His bloody working hand...Lady Luck you rotten slut”, I would
have Dolly repeat the dialogue from the scene with Rose with these movements and
memories.
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Section 1 Exam Questions
Use the questions below to practise writing exam answers to SECTION ONE. The answers 
provided at the end of this textbook are based on Myth, Propaganda and Disaster in Nazi 
Germany and Contemporary America by Stephen Sewell, Act 1 Scene 1. Use the texts you are 
studying in school to answer these questions.

Question 1: Actor 

You are an actor in a production of this drama text. 

(a) Outline how you will use two psychological approaches to develop your chosen character.

(b) Describe, using supporting annotated diagrams, how you would use sound and silence and
stillness and movement to create dramatic tension in Scene One:

Psychological 
approaches to 
rehearsing

Psychology is the study of human behaviour and drama involves the 
performance of human behaviour. Psychological approaches to rehearsing 
could involve getting the actors to explore emotional memory, focus 
and concentration exercises and/or collaborative workshopping using 
emotional stimuli. In this approach, the feelings of the character inform 
the movement and vocal choices the actor makes which in turn reDects a 
psychological understanding of human behaviour.

Notes:
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Question 2: Set designer (20 marks)

You are a set designer for a production of this drama text. 

(a) Explain your interpretation of two cultural contexts of the play. Support your response
with direct reference to the drama text.

Notes:

         Context One:
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Notes:

         Context Two:

(b) Explain how you will highlight the two cultural contexts in you set design. Support your
response with direct reference to the drama text.

         Context One:
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         Context Two:
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(c) Provide a diagram, with appropriate annotations to support each explanation given in
part (b).
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Question 3: Lighting Designer (20 marks)

You are a lighting designer for a production of this drama text. 

(a) Explain how you will use two elements of drama in your lighting design for the play.
Support your response with direct reference to the drama text.

         Element One:

         Element One:
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(b) Explain how you will use lighting design to highlight the mood in a signi1cant scene in the
play. Use annotated diagrams to support your ideas.
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Section 2: Australian drama and world drama 

Worth 40% (30 Marks)

• This section has 1ve (5) questions.

• Answer one (1) question only.

• Your response must be from the point of view of one (1) role and must refer to one (1)
Australian drama set text and one (1) world drama set text.

• Candidates are required to use extended answer formats: sequenced and structured
paragraphs with topic sentences supported by evidence, lists, tables, annotated diagrams,
graphic organisers, text references and/or justi1cations.

Roles

SP
AC
E

BALANCE

SCALE

TE
XT
UR
E

D
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N
 ELEM

EN
TS

CO
LO

U
R

UN
IT
Y

LIN
E

SHAPE

VA
LU
E

Actor and Director are to be applied in Unit 3 and Unit 4.

• Actor – interprets and presents role or character.

• Director – decides on an interpretation and vision to realise the drama.

Designer role questions in the ATAR written examination will allow the candidate to respond in 
a role of their choosing, which will include Costume, Lighting, Set and Sound.

A minimum of two roles are to be researched and applied in Unit 3 and Unit 4.

Students’ design roles can be the same for in Units 3 and 4 as they were for Units 1 and 2.

• Costume designer – provides designs for the roles/characters on stage. These may include
accessories, footwear and make up.

• Lighting designer – provides designs for illumination, focus, mood and transitions.

• Set designer – provides designs that aim to support the vision of the production in a
performance space.

• Sound designer – provides designs for aural support for mood, action and transitions.

Note: multimedia technologies may be applied to design roles.
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Essay Questions
Extended Answer:

Character

• Values: Prospero & Ariel; Gregor & Greta

• Space: proximity and distance – hip to hip activity

• Rehearsal exercise; showing the characters’ relationships

• Character relationship

• Form and style

1. INTRODUCTION

As a director of a production of two plays, The Tempest and Metamorphosis, I have used the 
dramatic element of Space to show the con0ict of values between characters in each text. 
With the use of the rehearsal process I learned in a Zen Zen Zo physical theatre workshop 
called “hip to hip” I can explore how space shows the relationship between by characters and 
their con0icting values within the plays. In The Tempest Prospero values power and control, 
whereas Ariel values freedom. In Metamorphosis, Gregor values work, family and doing 
‘what’s right’ and Greta values subservience.

2. Values

Prospero Ariel Gregor Greta
Wants vengeance 
for the crimes 
committed against 
him and control 
over everyone in the 
island. “My high 
charms work, And 
these, mine enemies, 
are all knit up In 
their distractions. 
They now are in my 
power.”

Wants to be free “In 
a cowslip’s bell I lie...
On the bat’s back I 
do 0y”

Gregor believes in 
obedience, hard 
work, sacri-ce and 
family.

“Daily! What a life – 
what an exhausting 
job, and I picked it.”

Greta has been 
brought up to be 
subservient. Right 
action is obedience to 
family.

“I always wait up for 
him”

3. Proximity and Relationships

Hip-hip activity.

• Run through the scene where Prospero and Ariel are arguing about whether or not Ariel
has performed Prospero’s wishes regarding the tempest and vary the proximity between
the characters. In the -rst rehearsal they have to do the entire scene hip-to-hip and
express it in an intimate manner.

• As they move from being hip to hip to within touching distance, see if this changes the
dynamics of the scene.

• By the end of the activity the actors have utilized the entire space until they have
found the perfect proximity for each line that re0ects the tone, mood and atmosphere of
the scene.
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• With Gregor and Greta do the same hip-to-hip activity only in this case, Gregor is
displaying insect mannerisms.

• Gregor is stuck ‘hip-to-hip’ with Greta; however, he is frightened by what is happening.

• Play the entire scene with this close proximity. For example, when Greta says, “Greta:
[enters] His numerous arms, which were pitifully thin compared to the rest of his bulk
waved helplessly before him”

SET TEXT LIST FOR UNIT 3 & 4

Australian set text list World set text list

Abela, Donna. Jump for Jordan. Beckett, Samuel. Endgame.

Bell, Hilary. Wolf Lullaby. Berkoff, Steven. Metamorphosis.

Bovell, Andrew. Secret River. Brecht, Bertolt. Mother Courage. 

Bovell, Andrew. When the Rain Stops Falling. Churchill, Caryl. Top Girls. 

Cameron, Matt. Ruby Moon. Complicité. Mnemonic.

Enoch, Wesley and Deborah Mailman. Seven 
Stages of Grieving.

Dürrenmatt, Friedrich. The Visit: A tragicomedy 

(translated by Joel Agee). 

Isaacs, Chris. Flood. Ibsen, Henrik. Hedda Gabler. 

Monjo, Justin and Nick Enright. Cloudstreet. Ionesco, Eugene. Rhinoceros. 

Nowra, Louis. Cosi. Levenson, Steven (writer) and Benj Pasek and 
Justine Paul (composers). Dear Evan Hansen.

Oxenburgh, Dicken and Andrew Ross. Merry-
Go-Round in the Sea. 

Miller, Arthur. The Crucible.

Rayson, Hannie. Two Brothers. Reza, Yasmin. God of Carnage. 

Winmar, Dallas. Aliwa! Shakespeare, William. Twelfth Night. 

Zen Zen Zo. The Tempest (adaptation). Stephens, Simon. The Curious Incident of the 
Dog in the Night-Time. 
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Exam Questions (see chapter 7 for sample answers)
Question 1: As an actor, you are focusing on voice, movement, form and style.

• Critically analyse the form and style of each set text.

• Discuss the choices about voice and movement you could make to perform a signi1cant
character from each set text.

• Consider how you could apply these elements of form and style to one signi1cant moment
in each set text.

Make detailed reference, including quotations, to your set text to support your answer.  Answer 
the question in the role speci1ed.
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Question 2:

As a set designer you are focusing on how you will enhance the audience’s experience of the 
performance space by manipulating the elements of drama.

• Outline the overall impact you want to have on the audience for each set text. (6 marks)

• Discuss how you would use two of the available technologies, to realise the given
circumstances of the set texts as a whole. (10 marks)

• With close reference to one scene or section, critically analyse, using annotated diagrams,
how you would use your chosen available technologies through a focus on manipulating
the elements of drama to enhance the audience’s experience of the space of performance.
(10 marks)
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Floor plan and elevation

Floor Plan

Elevation 
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8.1 ELEMENTS OF DRAMA MNEMONIC

“Rotten cabbages stink very much – they smell like maggots sucking mouldy dummies”

R: Role

C: Character and Relationships

S: Situation

V: Voice

M: Movement

S: Space and Time

L: Language and Texts

M: Mood & Atmosphere

S: Symbol & Metaphor

D: Dramatic Tension

Form/style

Form, style, technique or 
convention

Example Audience Impact

Example 

Ruby Moon 

Theatre of the Absurd

Presentational with some 
representational elements

Ray and Sylvie’s disconnected 
dialogue in the Prologue

The image of Ray and 
Sylvie, existentially trapped 
by their lack of knowing of 
Ruby’s fate, is a powerful 
element within the play. 
Their world is an absurd one 
where nothing makes sense 
and their waiting provides 
no answers. The narrative’s 
cyclic structure, moments of 
repetition or disconnected 
dialogue between Ray and 
Sylvie, and the frequent black 
comedy from interactions 
with neighbours such as Sid, 
Sonny Jim and Dawn all 
reDect this relevant Absurdist 
inDuence.

Creates tension and 
immediate awareness that the 
relationship is based on an 
illusion of normality

The use of this fractured 
fairy-tale element evokes 
both the world of childhood 
innocence and the darker 
fears of contemporary 
suburbia, of the dangers 
of “woods and wolves.” 
Other iconic childhood 
experiences, such as buying 
ice-creams from Mr Whippy, 
are similarly blended with 
darker overtones to make the 
familiar threatening, creating 
tension and provoking 
questions for the audience.

Audience questions absurdity 
of suburban life and 
relationships



148

Form, style, technique or 
convention

Example Audience Impact

Australian Text

World Text
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8.2 GATHERING EVIDENCE FROM THE TEXT

EXAMPLE: MOTHER COURAGE BY BRECHT

Main ideas & Lines of Dialogue

1. The Business of War

Mother courage: I hope I can pull the wagon by myself. Yes, I’ll manage, there’s not 
much in it now. I must get back into business.

(With the taking up of the wagon, Brecht envisions Courage crossing an empty space that recalls 
Scene one, showing her treading a full circle like a damned soul.)

2. The Pointlessness of War

SONG: “The Song of the Great Souls of the Earth,”

“You all know honest Socrates Who always spoke the truth They owed him thanks for that, 
you’d think But what happened? Why, they put hemlock in his drink And swore that he misled 
the youth. How honest was this Socrates! Yet long before the day was out The consequence was 
clear, alas: His honesty had brought him to this pass. A man is better off without”

(This song is also an allegory for Mother Courage and her children. Eilif is Caesar; Swiss Cheese 
is Socrates; and Kattrin is Saint Martin. Similarly, Courage’s wisdom only brings about her ruin.)

3. The Horrors of War

MOTHER COURAGE: I won’t let you spoil my war for me. Destroys the weak, does it? Well, 
what does peace do for’em, huh? War feeds its people better.

(Courage delivers these ironic lines at her moment of greatest prosperity. Immediately before 
in the scene previous, she had cursed the war for its disCgurement of her daughter. Now she 
celebrates it, preCguring her ultimately failure to learn from the horrors of war.)

4. The Passivity of Religion

PEASANTS: No, there’s nothing we can do. (To Kattrin:) Pray, poor thing, pray! There’s nothing 
we can do to stop this bloodshed, so even if you can’t talk, at least pray. He hears, if no one else 
does.

(Brecht underlines the horrifyingly ritual character of the peasants’ surrender. Years of war have 
frozen them into patterns lamentation. By highlighting their capitulation, the play invites the 
spectator to consider the peasants through critical eyes.)

Question 1 (30 marks) 

As director, you are focusing on cultural contexts and values for the realisation of drama. 

• Describe a context that contributes to the realisation of each set text. (You may use the
same context for each set text or different cultural contexts.) (6 marks)

• Explain how this context can be realised in one key scene or section of each set text.
(10 marks)

• Discuss how you would use an element of drama to highlight a value in each realised set
text. (10 marks)

• Your response should use appropriate communication forms and skills. (4 marks)
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Cultural contexts The various inDuences, pressures and stimuli in a period or era that 
brought about change or maintained continuity. These cultural 
contexts may include political, economic, social, cultural, con�ict, 
religious, environmental, group pressure and identity. The relative 
impact of cultural contexts refers not only to the cultural contexts 
themselves, but also the degree, scale or pace of change or the 
continuity of the status quo during the period.

Evidence: Lines of dialogue
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Elements of drama Role, character and relationships, situation, voice, movement, space 
and time, language and texts, symbol and metaphor, mood and 
atmosphere, audience and dramatic tension.

• Atmosphere: The interaction between the audience and the
mood of a drama performance.

• Audience: the body of people invited or otherwise to view
a drama activity, rehearsal or event. Audience includes the
patterns in the composition of the audience (for example, age,
gender, cultural background, drama experiences) as well as the
relationship created between the drama and the placement of
the audience. (See Spaces of Performance)

• Character: A person or role in the drama that may have de1ned
personal qualities and/or histories. Flat characters (or two
dimensional characters) demonstrate a lack of depth or change
in the course of a drama event. Rounded characters (or three
dimensional characters) feature more elaborate and complex
traits and histories and are changed by dramatic action in the
drama event.

• Dramatic tension: drives the drama and keeps an audience
interested. The tension comes when opposing characters,
dramatic action, ideas, attitudes, values, emotions and desires
are in conDict creating a problem that needs to be resolved (or
unresolved) through drama.

• Language and texts: referring to the use of spoken or written
words that observe particular conventions and registers that
communicate ideas, feelings and other associations. Texts
refers to the use of published texts, online materials and other
compositions the reference of which adds meaning to the
drama.

• Metaphor: A metaphor is creating an image or idea of one
thing by saying it is something else. For example: ‘He is a lion
of a man.’ In drama the use of metaphor can be more subtle
such as a metaphor of a mouse created through a character
having a squeaky voice and small darting movements.
Design and stylistic elements can also be metaphors for
characterisation or provide meaning in terms of theme.

• Mood: describes the feelings and attitudes (often combined)
of the roles or characters involved in dramatic action often
supported by other Elements of Drama as well as design
elements. The mood is the emotional impact intended by the
playwright, director and/or other members of the creative team.

• Relationships: refers to the qualities of the connection
between two or more characters or roles. That relationship
may be 1xed (largely unchanged by the dramatic action) or
variable (challenged or changed by the dramatic action). The
relationship may be cooperative (as in a friendship), adversarial
(as in enemies), neutral (neither positive nor negative) or
non-existent (as in total strangers). Those relationships will be
de1ned by shared interests, common objectives, cultural values
and/or human need.
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• Role: a performer can present in performance a role that
represents an abstract concept, stereotyped 1gure or person
reduced to a particular dominant trait (occupation, human
condition or social vocation) that lacks depth or a backstory
normally present in a ‘Character’.

• Situation: the condition or circumstances in which a character
or characters are presented often at the opening of a
performance.

• Space: the place where dramatic action is situated and the
qualities of that place including temperature, features, light
levels, population levels and other environmental factors that
may be presented to or imagined by the characters/audience.

• Symbol: symbolic parts of the scenography or design represent
and add further meaning to themes, narrative, emotion, mood
and atmosphere. Different colours are symbolic. Other symbols
might be found in a sound effect, music, style, images. Some
symbols are literal while others infer meaning.

• Time: both the time of day, time of the year and time in history
or the future. Time also reDects changes in time within a scene
or drama event. Time also refers to the Dow of time over the
length of a drama event: fragmented time, cyclical time, linear
time and so forth.

Evidence: Lines of dialogue
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Question 2 (30 marks) 

As director, you are considering contemporary or experimental approaches you could use to 
explore dramatic tension. 

• Outline the dramatic tension in one key scene or section of each set text. (6 marks)

• Explain how you could use voice techniques to explore the dramatic tension in each key
scene or section. (10 marks)

• Discuss how you could use a speci1c rehearsal strategy or process to enhance dramatic
tension in each key scene or section. (10 marks)

Your response should use appropriate communication forms and skills. (4 marks) 

Style Style in drama refers to the distinctive identifying elements of 
particular dramatic texts. There are three dimensions of style: 
historical, performance and personal style. 

• Historical style: refers to the distinctive uses of language,
approaches to subject matter, themes, characterisation and
dramatic action that can be linked to particular times and
contexts. For example, Theatre of the Absurd, Theatre of
Realism.

• Performance style: refers to the ways of approaching dramatic
text in performance – two major performance styles are
representational and presentational styles. (See Presentational
Drama and Representational Drama)

• Personal style: the distinctive use of voice, posture, gesture and
body that can be associated with a particular actor or director.
Style can be observed in performances, direction, design and
the application of conventions to dramatic texts. This includes
the work of particular practitioners like Bertolt Brecht, Robert
Wilson and Barbara Kielhofer.

Verbatim theatre This is a form of documentary theatre where the exact words 
of people are used to create the drama text. Verbatim theatre 
involves the working with extended interviews or transcripts (for 
example, of court or government proceedings) which are selected 
and shaped by the playwright or ensemble to share impressions 
of that phenomenon or incident. The participants will often make 
themselves part of the performance event identifying observations, 
biases and feelings in reaction to what is presented.

See Documentary Theatre.
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Evidence Lines of Dialogue
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Question 3 (30 marks) 

As an actor, you are using physical approaches to explore character journey. 

• Outline your character’s journey in each set text. (6 marks)

• Explain how you are using a physical approach in the rehearsal process to explore each
character’s journey. (You may use the same physical approach for each set text or different
physical approaches.) (10 marks)

• Discuss how you are using movement techniques to realise a key moment in each
character’s journey. (10 marks)

Your response should use appropriate communication forms and skills. (4 marks) 

Movement and  
non-verbal 
communication

The aspects of a performer’s body used to construct character 
or role, make meaning, convey emotional qualities as well as 
communicate relationships. These include:

• Energy: the pattern of effort and commitment used in the
creation of movement and non-verbal communication.
Energy may be consistent and predictable, inconsistent and
unpredictable or otherwise.

• Facial expressions: the shape and adjustment of face including
eyes and eyebrows, mouth, jaw and head position.

• Dynamic physical vocabulary #: the successful combining of
non-verbal communication elements and techniques to produce
integrated effects for the audience.

• Gesture: involves movement of parts of the body that
communicate meaning. Gesture often involves arm and hand
movements such as indicating, waving or beckoning but can
include shrugging of the shoulders, winking eyes etc.

• Posture and body alignment: the position of the body and sense
of shape of the spine when standing or sitting to create role
and character. Posture and body alignment affect the ability to
move freely and use voice affectively.

• Proxemics: the manipulation of the physical and emotional
spaces between actors and between stage and audience adds
meaning to the dramatic action. For example, heightening the
tension between characters, showing relationships and adding
to the design of the blocking in terms of placing actors in
relation to one another to focus audience attention, so that the
audience can see and hear them.

• Space: the use of the region immediately around the
performer’s body in all directions (kinesphere) and through the
performance area (dynamosphere).

• Time: the variation and adjustment of the tempo and rhythm of
movement.

• Weight: the adjustment of movement to create a sense of force
or (as in mime) the heaviness of an object either seen or unseen
by the audience.
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Evidence Lines of dialogue
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Question 4 (30 marks) 

As a set designer, you are working with visual elements in non-purpose-built spaces. 

• Select a non-purpose-built space for each set text and explain your choice. (You may use
the same non-purpose-built space for each set text or different non-purpose-built spaces.)
(6 marks)

• Describe the challenges of adapting this space for each set text. (10 marks)

• Discuss how you will use particular visual elements to heighten audience interaction with
the dramatic action in each set text. (10 marks)

Your response should use appropriate communication forms and skills. (4 marks) 

Spaces of performance Spectators and actors interact and relate in spaces of performance: 
the dynamic relational space between the performance and 
the audience; the physical space of the ‘theatre’ including the 
auditorium and the stage in particular but also the front of house 
spaces. Spaces of performance also includes the 1ctional, imaginary 
spaces created by the world of the drama. It also includes the 
physical space of the stage with its organisation and scenography of 
particular stage spaces (See the list below)

• Promenade stage: a performance in which the action takes
place in multiple spaces. The audience may be guided from one
performance space to the next (especially if the performance
has a particular structure in terms of narrative and time) or
be free to explore the various spaces independently (where
narrative and time are less important to the performance
experience). Medieval theatre often used this structure as well
as performances that make use of different qualities of the
performance space (for example, garden, building, landscape,
water feature).

• Proscenium Arch stage: the proscenium arch frames the stage
in traditional theatre spaces such as His Majesty’s in Perth.
Also called ‘picture frame’ stage because of its ability to control
sightlines and opportunity for presenting elaborate sets.

• Theatre in the round (arena): involves a central performance
space with the audience surrounding it. This staging allows for
the most intimate connection with the audience with limited
use of stage elements to avoid obstructing the audience’s view.

• Thrust stage: in this performance space, the audience is seated
on three sides of the stage. This staging allows a more intimate
connection with the audience whilst allowing one side (where
there is no audience) for stage elements to be used without
visual obstructions for the audience.

• Traverse stage: this performance space is a rectangular area
with the audience seated on the two long sides of the rectangle.
This staging allows for an intimate connection between
the audience and actors with two sides upon which staging
elements can be placed.
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Found space A space that is used for a drama event but was not built for that 
purpose has come to be called a found space. Typically a found 
space might be a culturally signi1cant space such as an old building, 
a factory or a space whose features add meaning and signi1cance 
to the performance such as a beach. The development of sound and 
lighting technologies has expanded the range of spaces suitable for 
a drama performance. 

Set Design The design of the whole performance environment to create a sense 
of time/place/context/emotion is referred to as the scenography. It 
is a more recent term that incorporates the possibilities offered by 
contemporary technologies which can use 1lmic elements, special 
effects sound and light and even smell as part of the design. It 
involves the consideration of all performance elements working 
together to engage the audience’s human senses. 

Evidence Lines of dialogue
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Question 5 (30 marks) 

As a costume designer, you have been asked to focus on style and principles of design. 

• Describe the style you will use for each set text. (6 marks)

Style Style in drama refers to the distinctive identifying elements of 
particular dramatic texts. There are three dimensions of style: 
historical, performance and personal style. 

• Historical style: refers to the distinctive uses of language,
approaches to subject matter, themes, characterisation and
dramatic action that can be linked to particular times and
contexts. For example, Theatre of the Absurd, Theatre of
Realism.

• Performance style: refers to the ways of approaching dramatic
text in performance – two major performance styles are
representational and presentational styles. (See Presentational
Drama and Representational Drama)

• Personal style: the distinctive use of voice, posture, gesture and
body that can be associated with a particular actor or director.
Style can be observed in performances, direction, design and
the application of conventions to dramatic texts. This includes
the work of particular practitioners like Bertolt Brecht, Robert
Wilson and Barbara Kielhofer.

• Explain how you will use particular principles of design to create a costume for a key
character in each set text. (10 marks)
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Principles of design In creating the sensory environment a set designer or designer will 
select and control the follow aesthetic principles that add to the 
quality of the experience:

• Balance: objects, colours and other stage elements can
be symmetrical, providing an impression of evenness or
asymmetrical, providing an impression of imbalance or
discomfort.

• Contrast: occurs when there is a marked difference between
two aspects of drama. This can be used to focus audience
attention or used as a symbol or metaphor, for example, use of
contrasting light and dark colours in design or contrasting use
of comedy and tragedy in a play.

• Emphasis: bringing the audience’s attention to something by
making it bigger, stronger, louder, brighter or clearer. Emphasis
can be part of writing, direction, acting or design.

• Harmony: the arrangement of elements (for example, the use
of particular combinations of colours) that create a sense of
congruity, order or calm.

• Movement: the sense of energy and motion created by patterns
in design elements.

• Pattern: the creation of sequences that encourages the audience
to anticipate and expect that sequence to continue or change.

• Repetition: the selection of elements to be featured in a
performance to emphasise as well as surprise, especially when
creating new associations

• Rhythm: both musical rhythms (for example, variation in
tempo and beat) and the patterns form in approaches to design
(simple, gentle – complex, aggressive)

• Scale/proportion: the relationship between the size of objects
presented on stage and their relationship with observed reality

• Unity: the sense of connection and belonging created by the
sharing of common qualities in the elements on stage.

• Variety: the offering a new patterns to the approach to design
and performance.
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• Discuss how you intend to manipulate audience responses to each of these characters
through your design choices. (10 marks)

Your response should use appropriate communication forms and skills. (4 marks)

Audience identiDcation Identi1cation occurs when an audience connects emotionally or 
ideologically with the characters, narrative and/or dramatic action.

Evidence Lines of dialogue
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8.3 PRINCIPLES OF DESIGN AND VISUAL ELEMENTS

Principles of design (balance, contrast, emphasis, harmony, repetition, unity, variety, movement, 
scale/proportion, pattern, rhythm), 

Visual elements (line, shape, texture, colour, tone/value, 3D form and space) and design 
technologies to manipulate the relationship between the elements of drama in contemporary and 
devised drama

Notes:
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8.4 EXAM ANSWERS

PREPARING FOR EXAMS – EXAMPLES

Note making: 

Mind-maps
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8.5 MARKING KEYS – HOW THEY WORK

EXAMPLE

As a director, you are focusing on cultural contexts and values for the realisation of drama. 

• Describe a context that contributes to the realisation of each set text. (You may use
the same context for each set text or different cultural contexts.) (6 marks)

• Explain how this context can be realised in one key scene or section of each set
text. (10 marks)

• Discuss how you would use an element of drama to highlight a value in each
realised set text. (10 marks)

Your response should use appropriate communication forms and skills. (4 marks)

Describe a context that contributes to the realisation of each set text. For each of the 
two texts: 

(a) Describes, in detail, a context that contributes to the realisation of the set text.

(b) Makes some relevant comments about a context that contributes to the realisation
of the set text.

(c) IdentiDes a context that makes some contribution to the realisation of the set text.

Explain how this context can be realised in one key scene or section of each set text. 

For each of the two texts: 

(a) Explains insightfully, how a context can be realised in one key scene/section.

(b) Explains effectively, how a context can be realised in one key scene/section.

(c) Outlines how a context can be realised in one key scene/section.

(d) Provides some details about a context in relation to one key scene/section.

(e) Makes superDcial comments about a context in relation to a key scene/section

Discuss how you would use an element of drama to highlight a value in each realised 
set text. 

For each of the two texts: 

(a) Discusses insightfully, how an element of drama can be used to highlight a value in
the set text.

(b) Discusses effectively, how an element of drama can be used to highlight a value in
the set text.

(c) Explains how an element of drama can be used to highlight a value in the set text.

(d) Provides some details as to how an element of drama can be used to highlight a
value in the set text.

(e) Makes superDcial comments about an element of drama in relation to a value in
the set text.

Uses communication forms and skills. 

(a) Uses effectively, extended answer form/s. Uses pertinent drama terminology and
language speci1c to role.

(b) Uses appropriate extended answer form/s. Uses correct drama terminology
consistently and language appropriate for role.

(c) Uses extended answer form/s.

(d) Uses some relevant drama terminology and language that relates to role.

(e) Uses in a limited way extended answer form/s. If drama terminology is used it is
used infrequently and/or incorrectly and/or loosely relates to role
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9 DRAMA THEORISTS AND PRACTITIONERS

1. CONSTANTIN STANISLAVSKI – REALISM

1863–1938 Russian

“You must be so 
thoroughly immersed in 

the given circumstances of 
the play, then you decide 

what it is at any given 
moment what that the 

actor wants.”

Cultural contexts: 

Russian revolution

Science – Origin of Species

Psychology – Freud

Naturalism

Key ideas

The theatre of realism – created from acting techniques

Characters built from within the actor so that a ‘theatre of living experience’ is created

Very high physical and mental concentration e.g. Circles of attention – i.e. complete self-discipline

Strong, wide range of verbal skills required: diction, projection, resonance and expressiveness of the 
voice to be used by actors

Physical dexterity required: exercises, mime and dance used to make actors supple, graceful and 
strong.

The strongest human feeling is signalled by small, natural movements – therefore actors must have 
sophisticated control of their bodies.

Every physical movement has some reason for it or is caused by some effect.

Emotions of the character must be experienced by the actor; or a parallel experience must be 
recalled by the actor – this creates emotional empathy between the actor and the character.

Characters built from observation to learn about people and their behaviour required: watch, listen 
with real concentration.

Therefore research, from observation, physical and emotional required to build a character
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Although Stanislavski died in 1938, his theories are explained in his three books: “An Actor 
Prepares”, “Building a Character” and “Creating a Role”, and are still one of the greatest 
inDuences in the world of performance today.

“The more an actor has observed and known, the greater his experience the clearer his 
perception of the inner and outer circumstances of the life in his play and in his part”

“This work is not done by the intellect alone but by all your creative forces, all the elements, 
of your inner creative state on the stage together with your real life in the sense of the play”

The most fundamental principle of Stanislavski’s teaching is that the actor must live the life of 
the character that s/he is portraying, s/he must learn to think like the character and behave as 
the character would, therefore the portrayal is not con1ned to the performance but will, to some 
degree, begin to overlap into the actor’s own life. This, he asserts, is the only way to achieve 
total realism and, to reinforce this, the actor must also extend this exercise of imagination to 
encompass the costumes that he wears, the articles that comprise the set and the props that are 
used. If there is a mirror on the wall, s/he must invent a history of where it was bought, by whom 
and how it has come to be in this particular location, thus completing the elaborate imaginary 
world that will lend conviction to her/his performance.

It is therefore necessary for the actor to approach the role from two levels, the external level 
being the more obvious. The way in which the character moves, speaks and behaves must be 
studied and practised, but this performance will become mechanical unless it is guided by the 
inner belief in the character’s feelings and emotions, which, although unseen by the audience, is 
the added factor which will ultimately lend conviction to the part that is being played.

The actor should draw on her/his own experiences, wherever possible, to understand and interpret 
the emotions and events that the character will experience, and the wider the actor’s experience 
of life then the greater her/his insight and comprehension will be. However, although drawing on 
personal experiences is often the only way to achieve complete empathy with the role, it is essential 
that these emotions and reactions become absorbed in the 1ctitious world of the character itself, 
and are not just reproduced mechanically, otherwise the illusion of reality will be lost.

Therefore, to follow the teachings of Stanislavski it is necessary for the actor to totally immerse 
himself, body, soul and mind, in the part that he is playing.

Before the realistic drama of the late 1800s, no one had devised a method for achieving this 
kind of believability. Through their own talent and genius, individual actresses and actors had 
achieved it, but no one had developed a system whereby it could be taught and passed on to 
future generations. The person who did this the most successfully was the Russian actor and 
director Constanin Stanislavski. 

A cofounder of the Moscow Art Theatre in Russia and the director of Anton Chekhov’s most 
important plays, Stanislavski was also an actor. He was involved in both traditional theatre 
(using stylized, non-realistic techniques) and the emergence of the modern realistic approach. 
By closely observing the work of great performers of his day, and by drawing on his on acting 
experience, Stanislavski identi1ed and described what these gifted performers did naturally and 
intuitively. From his observations he compiled a series of principles and techniques which today 
are regarded as fundamental to both the training and the performance of actors and actresses 
who want to create believable characters onstage. Stanislavski discovered 1rst of all that acting 
realistically onstage is extremely arti1cial and dif1cult. He wrote:

All of our acts, even the simplest, which are so familiar to us in everyday life, become 
strained when we appear behind the footlights before a public of a thousand people. That 
is why it is necessary to correct ourselves and learn again how to walk, sit, or lie down. It 
is essential to re-educate ourselves to look and see, on the stage, to listen and to hear.

To achieve this “re-education”, Stanislavski said, “the actor must 1rst of all believe in everything 
that takes place onstage, and most all, he must believe what he himself is doing. And one can 
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only believe in the truth.” To give substance to his ideas, Stanislavski studied how people act in 
everyday life and how they communicated feelings and emotions; and then he found a way to 
accomplish the same things onstage. He developed a series of exercises and techniques for the 
performer that had the following broad aims: 

1. To make the outward behaviour of the performer – gestures, voice, and the rhythm of
movements- natural and convincing.

2. To have the actor or actress convey the goals and objectives-the inner needs of a character.
Even if all the visible manifestations of a character are mastered, a performance will appear
superDcial and mechanical without a deep sense of conviction and belief.

3. To make the life of the character onstage not only dynamic but continuous. Some performers 
tend to emphasize only the high points of a part; in between, the life of the character stops.
In real life, however, people do not stop living.

4. To develop a strong sense of ensemble playing with other performers in a scene.

Stanislavski’s techniques:

FUNDAMENTAL QUESTIONS

Who am I? 
Where am I? 
What are my relationships? 
What time is it? 
What is my objective? 
What is my obstacle? 
What are my surroundings?

Key terms

• Concentration

• Emotion memory

• Observation

• Harmony

• Analysis

• Creativity

• Personalisation

Relaxation 

When he observed the great actors and actresses of his day, Stanislavski noticed how Duid and 
lifelike their movements were. They seemed to be in a state of complete freedom and relaxation, 
letting the behaviour of the character come through effortlessly. He concluded that unwanted 
tension has to be eliminated and that the performer at all times attain a state of physical and 
vocal relaxation.

Concentration and Observation 

Stanislavski also discovered that gifted performers always appear fully concentrated on some 
object, person, or event while onstage. Stanislavski referred to the extent or range of concentration 
as a circle of attention. This circle of attention can be compared to a circle of light on a darkened 
stage. the performer should begin with the idea that it is a small, tight, circle including only 
himself or herself and perhaps one other person or one piece of furniture. When the performer 
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has established a strong circle of attention, he or she can enlarge the circle outward to include 
the entire stage area. In this way performers will stop worrying about the audience and lose their 
self-consciousness.

Importance of SpeciDcs 

One of Stanislavski’s techniques was an emphasis on concrete details. A performer should never 
try to act in general, he said, and should never try to convey a feeling such as fear or love in 
some vague, amorphous way. In life, Stanislavski said, we express emotions in terms of speci1cs: 
an anxious woman twists a handkerchief, an angry boy throws a rock at a trash can, a nervous 
businessman jangles his keys. Performers must 1nd similar activities.

The performer must also conceive of the situation in which a character exists (which Stanislavski 
referred to as the given circumstances ) in term of speci1cs. In what kind of space does an event 
take place: formal, informal, public, domestic? How does it feel? What is the temperature? The 
lighting? What has gone on just before? What is expected in the moments ahead? These questions 
must be answered in concrete terms. 

Inner Truth 

An innovative aspect of Stanislavski’s work has to do with inner truth, which deals with the 
internal or subjective world of characters – that is, their thoughts and emotions. The early phases 
of Stanislavski’s research took place while he was also directing the major dramas of Anton 
Chekhov. Plays like The Seagull and The Cherry Orchard have less to do with external action 
or what the characters say than what the characters are feeling and thinking but often do not 
verbalize. It becomes apparent that Stanislavski’s approach would be very bene1cial in realizing 
the inner life of such characters.

Stanislavski had several ideas about how to achieve a sense of inner truth. For example – Magic 
If: “If I suddenly became wealthy...” “If I were vacationing on the Caribbean Island...” “If I had 
great talent...” “If that person who insulted me comes near me again...” 

Action Onstage 

What? Why? How? An important principle of Stanislavski’s system is that all action onstage must 
have a purpose. This means that the performer’s attention must always be focused on a series of 
physical actions linked together by the circumstances of the play. Stanislavski determined these 
actions by asking three essential questions: What? Why? How? An action is performed, such 
as opening a letter (the what). The letter is opened because someone has said that it contains 
extremely damaging information about the character (the why). The letter is opened anxiously, 
fearfully (the how), because of the calamitous effect it might have on the character. These physical 
actions, which occur from moment to moment in a performance, are in turn governed by the 
character’s overall objective in the play. 

Through Line of a Role 

According to Stanislavski, in order to develop continuity in a part, the actor or actress should 
1nd the super-objective of a character. What is it, above all else, that the character wants during 
the course of a play? What is the character’s driving force? If a goal can be established toward 
which the character strives; it will give the performer an overall objective. From this objective 
can be developed a through line that can be grasped, as a skier on a ski lift grabs a towline and 
is carried to the top. Another term for through line is spine.

To help develop the through line, Stanislavski urged performers to divide scenes into unit 
(sometimes called beats). In each unit there is an objective, and the intermediate objectives 
running through a play lead ultimately to the overall objective. 
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Ensemble Playing 

Except in one-person shows, performers do not act alone; they interact with other people. 
Stanislavski was aware that many performers tend to “stop acting,” or lose their concentration, 
when they are not the main characters in a scene or when someone else is talking. Such performers 
make a great effort when they are speaking but not when they are listening. This tendency 
destroys the through line and causes the performer to move into and out of a role. That, in turn, 
weakens the sense of the ensemble – the playing together of all the performers.

Stanislavski and Psychophysical Action 

A character’s actions will lead to his/her emotions. 

Stanislavski began to develop his techniques in the early part of the twentieth century, and at 1rst 
he emphasized the inner aspects of training: for example, various ways of getting in touch with 
the performer’s unconscious. Beginning around 1917, however, he began to look more and more 
at purposeful action, or what he called psychophysical action. (An action which has a purpose, 
and leads to feelings about the action taken.) A student at one of his lectures that year took a 
note and noticed the change: “Whereas action previously had been taught as the expression of 
a previously-established ‘emotional state,’ it is now action itself which predominates and is the 
key to the psychological.” Rather than seeing emotions as leading to action, Stanislavski came 
to believe that it was the other way around: purposeful action undertaken to ful1ll a character’s 
goals was the most direct route to the emotions.
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2. MEYERHOLD: BIOMECHANICS

Russian 1874–1940

Meyerhold is recognised as an important theatrical innovator of the twentieth century. Born in 
Russia, he studied at the Moscow Philharmonic Society’s theatre school and joined the Moscow 
Art Theatre’s (MAT) acting company in 1898. As an actor in the company, he was inDuenced by 
the acting methods being developed by the inDuential director, actor and writer Stanislavsky, one 
of the founders of the company. 

Although his early work was strongly inDuenced by Stanislavski’s emphasis on realism, like many 
other theatre workers of his time, he eventually rejected the naturalistic forms of theatre that 
developed from this aesthetic approach. He left the MAT in 1905 and, in the years leading up to 
the Russian Revolution, he held a prestigious position as artistic head of the Imperial Theatres 
in St Petersburg. During this time he also staged experimental plays in various unof1cial studios, 
held classes and edited a journal called The Love of Three Oranges under the pseudonym Dr 
Dapertutto. After the Russian Revolution, Meyerhold was appointed as head of the theatrical 
section of the Commissariat of Education and Enlightenment. Unfortunately, his ideas and 
approaches conDicted with of1cial party policies and he and his work were increasingly subjected 
to censorship and public criticism. As personal persecutions and cultural repression intensi1ed 
in Russia during the oppressive Stalinist regime, he was arrested as a dissident in 1939 and was 
secretly executed in prison the following year. 

Meyerhold did not write about his approaches to theatre production and acting, but information 
about his activities, ideas and interests has been recovered and re-examined since 1955 when 
his name and contributions were of1cially rehabilitated in Russia. We now know that his work 
examined and utilised more popular forms of theatre that were based on non-realistic and highly 
physical styles of performance such as mime and commedia dell›arte. He explored these methods 
over the course of his life and eventually formulated a new approach to acting based on physical 
training and acrobatic movement called Biomechanics. 
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Biomechanics

The idea of Biomechanics grew from Meyerhold’s belief that there were basic laws of theatre that 
could be studied and perfected. He regarded movement, space, rhythm and gesture as primary 
elements in the language of theatre and looked for ways to create ‘truthful’ performances 
without imitating or trying to copy the reality evident in everyday life. He believed that 
rhythm should be the base of all theatrical activity and that actors should be encouraged to 
re1ne their art until they could reach the precision of machines. Recognising that the stylised 
forms of acting he admired required the development of physical stamina and skill he focused 
on developing a series of exercises that could enable actors to perform highly ‘theatricalised’ 
dramatic forms. His work focused on developing the energy and rhythms available through 
non-representational performance styles and he believed that actors should learn to present 
their character without trying to become their character. Actors in his productions were 
therefore encouraged to comment on their characters, to directly address spectators from 
positions downstage or to improvise and banter with audiences.

Strongly emphasising the theatre’s need for simplicity and the power of a bare stage, in the 
1920s he began to use a mode of set design called constructivism. This approach focused on 
the function of scenery and multi-levelled sets with ramps leading between platforms were 
constructed according to their utility and their ability to enhance biomechanical acting rather 
than for any decorative purpose. He rarely used front curtains, often kept the house lights on 
so that the actors and spectators could clearly see each other and his productions explored a 
variety of non-representational approaches to set design and acting. Music was also used to 
support the physical and emotional rhythms he wished to accentuate in productions and he 
sometimes composed his own scores. 

Meyerhold, like a number of theorists, suggested that theatre has its own language. But, unlike 
many of his contemporaries, he rejected the view that art somehow transcended the everyday 
concerns of life. He saw theatre as a social art and a social act and argued that the concerns 
and issues of all classes of people should be represented in art forms like theatre. Sadly, his 
refusal to adopt of1cial ideals of social realism and naturalistic forms of theatre eventually 
cost him his life. However, his approaches and innovations have left a lasting impression on 
the theatre world and his inDuence is clearly evident in the work of the celebrated director and 
playwright, Bertolt Brecht. 

Biomechanics’s purpose was to widen the emotional potential of a theatre piece and express 
thoughts and ideas that could not be easily presented through the naturalistic theatre of the 
period.

The techniques of Biomechanics were developed during the rehearsals of a series of plays 
directed by Meyerhold in the 1920s and 1930s when Socialist Realism was at its height in 
Russia. Biomechanics is a precursor to and inDuence on much of the 20th Century’s physical 
theatre.
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3. MICHAEL CHEKHOV

Russian-American 1891–1955

An actor has to burn 
inside with an outer ease.”

Psychological gesture

Psychological Gesture is a physical expression of the thoughts, feelings and desires of the 
character, incorporated into one movement. It awakens the essence of the character in you 
thus aligning your thoughts, feelings and will (objective) with that of the character. When this 
happens, your walk, your expressive mannerisms, your voice and line delivery are all inspired 
by one moving image. You can perform the gesture prior to your monologue to trigger your 
artistic nature. While in the monologue, if your inspiration weakens, you simply envision the 
gesture in your imagination as you are acting and it will revitalize you.

“Michael” Chekhov (1891–1955) was a Russian-American actor, director, author, and theatre 
practitioner. His acting technique has been used by actors such as Clint Eastwood, Marilyn 
Monroe, Yul Brynner, and Robert Stack. Constantin Stanislavski referred to him as his most 
brilliant student. He was a nephew of the playwright Anton Chekhov.

Chekhov was considered by the Russian theatre practitioner Constantin Stanislavski to be one of 
his brightest students. He studied under Stanislavski at the First Studio of the Moscow Art Theatre, 
where he acted, directed, and studied Stanislavski’s ‘system’. When Chekhov experimented with 
affective memory and had a nervous breakdown, this aided Stanislavski in seeing the limitations 
of his early concepts of emotional memory. He later led the company of the studio under the 
name the Second Moscow Art Theatre. Stanislavski came to regard Chekhov’s work as a betrayal 
of his principles.

After the October Revolution, Chekhov split with Stanislavski and toured with his own company. 
He thought that Stanislavski’s techniques led too readily to a naturalistic style of performance. 
He demonstrated his own theories in parts as Senator Ableukhov in the stage version of Andrei 
Bely’s Petersburg. In the late 1920s, Chekhov emigrated to Germany and set up his own studio, 
teaching a physical and imagination-based system of actor training. He developed the use of 
the “Psychological Gesture,” a concept derived from the Symbolist theories of Bely. In this 
technique, the actor physicalizes a character’s need or internal dynamic in the form of an external 
gesture. Subsequently, the outward gesture is suppressed and incorporated internally, allowing 
the physical memory to inform the performance on an unconscious level. 
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Following Stanislavski’s approach, much of what Chekhov explored addressed the question of 
how to access the unconscious creative self through indirect non-analytical means. Chekhov 
taught a range of movement dynamics such as molding, Doating, Dying, and radiating which 
actors use to 1nd the physical core of a character. His techniques, though seemingly external, 
were meant to lead the actor to a rich internal life. In spite of his brilliance as an actor and his 
1rst-hand experience in the development of Stanislavski’s ground-breaking work, Chekhov as 
a teacher was overshadowed by his American counterparts in the 1940s and 1950s and their 
interpretations of Stanislavski’s ‘system,’ which became known as Method acting. 

Interest in Chekhov’s work has grown, however, with a new generation of teachers. Chekhov’s 
own students included Marilyn Monroe, Anthony Quinn, Clint Eastwood, Mala Powers, Yul 
Brynner, Patricia Neal, Sterling Hayden, Jack Palance, Elia Kazan, Paula Strasberg, Lloyd 
Bridges and his wife, Dorothy Bridges. In the television programme Inside the Actors Studio, 
noted actors such as Johnny Depp and Anthony Hopkins have cited Chekhov’s book as highly 
inDuential on their acting. Chekhov’s description of his acting technique, On the Technique of 
Acting, was written in 1912. 

“When you really concentrate, you will get a sense of expansion. You will feel that you are 
a larger person than you are physically, as if you become a person two or three sizes bigger 
than your ordinary physical self, and that you are �owing with all your being toward 
the object of your concentration. Whether it is a physical thing or an image that you are 
concentrating on, your whole invisible person will be in movement.”

“In every well-written play the battle rages between the primary powers of Good and Evil, 
and it is this battle which constitutes the life impulse of the play, its driving force, and is 
basic to all plot structures...In any true piece of art...the beginning and the end are, or 
should be, polar in principle. All the main qualities of the Crst section should transform 
themselves into their opposites in the last section.”

“Real inspired acting is never DOING, it is always HAPPENING”

Michael Chekhov, 1912
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4. STELLA ADLER

American 1901–1992

“Don’t use your 
conscious past. Use your 
creative imagination to 

create a past that belongs 
to your own character. 
I don’t want you to be 

stuck with your own life. 
It’s too little.”

Stella Adler was the only American actor to study with Stanislavski himself, and developed her 
own “method” built on the work of Stanislavski and Lee Strasberg. Adler’s technique differs 
from Strasberg’s in that it emphasizes imagination in addition to emotional recall. She famously 
said, “Drawing on the emotions I experienced – for example, when my mother died – to create a 
role is sick and schizophrenic. If that is acting, I don’t want to do it.” Though Marlon Brando’s 
lifelike acting style is often attributed to Strasberg’s Method, he was actually trained by Stella 
Adler; his devotion to Adler and her work was so strong that he wrote the preface to her manual 
The Art of Acting.

Other famous Adler students include Robert DeNiro, Benecio Del Toro, Mark Ruffalo, and 
Melanie Grif1th.

The Stella Adler Technique

1. The Actor’s Goal: get rid of self, begin with outside awareness, body, speech, mind,
emotions, discipline

2. Beginning the technique: energy, be heard, eliminate tension, physical control, speech
control, animal movement, muscle memory

3. Imagination: collective consciousness, seeing imaginatively

4. Circumstances: the truth of the place, building the wider circumstances

5. Actions: do-able VERB form. Action is something you do, it is justi1ed

6. Justi1cation: 1rst comes the action, then the reason

7. Working the stage: props, symmetry, personalisation, planning for accidents

8. Character: start with given circumstances from the playwright

9. Working on the text: verbing, units, study script, tell the story, actions 1rst – words
second; words come from actions
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5. SANFORD MEISNER – MEISNER TECHNIQUE

American 1905–1997

“�e truth of your 
instincts is the root of 

your foundation.”

The Meisner technique is an acting technique developed by the American theatre practitioner 
Sanford Meisner. Meisner developed this technique after working with Lee Strasberg and Stella 
Adler at the Group Theatre and as head of the acting program at New York City’s Neighbourhood 
Playhouse: he continued its re1nement for 1fty years.

Meisner Training is an inter-dependent series of training exercises that build on one another. 
The more complex work supports a command of dramatic text. Students work on a series of 
progressively complex exercises to develop an ability to improvise, to access an emotional life, 
and 1nally to bring the spontaneity of improvisation and the richness of personal response to 
textual work. The technique develops the behavioural strand of Stanislavski’s ‘system’ (speci1cally 
developing his concepts of communication and adaptation). The technique emphasizes “moment-
to-moment” spontaneity through communication with other actors in order to generate behaviour 
that is truthful within imagined, 1ctional circumstances.

Early training is heavily based on actions, in line with Meisner’s emphasis on “doing.” The 
questions “what are you playing?” and “what are you doing?” are asked frequently, in order to 
remind actors to commit themselves to playing what Stanislavski called a “task” or “objective,” 
rather than focusing on the words of a play’s dialogue. Silence, dialogue, and activity all require 
the actor to 1nd a purpose for performing the action involved. By combining the two main 
tasks of focusing attention on a partner and committing to an action, the technique aims to 
force an actor into “the moment” (a common Meisner phrase), while simultaneously propelling 
the actor forward with concentrated purpose. The more an actor can take-in about the partner 
and the surroundings while performing in character, the more Meisner believed they can “leave 
themselves alone” and “live truthfully.” One of Meisner’s famous quotations that illustrates the 
emphasis on “doing” was “An ounce of behaviour is worth a pound of words.”

Repetition

The most fundamental exercise in Meisner training is the Repetition exercise. Two actors face 
each other and repeat their observations about one another, back and forth. An example of 
such an exchange might be: “You’re smiling.” “I’m smiling.” “You’re smiling!” “Yes, I’m 
smiling.” Actors observe and respond to the other’s behaviour and the subtext therein. If they 
can “pick up the impulse” – or work spontaneously from how their partner’s behaviour affects 
them – their own behaviour will arise directly from the stimulus of the other.
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Later, as the exercise evolves in complexity to include “given circumstances,” “relationships,” 
actions and obstacles, this skill remains critical. From start to 1nish – from repetition to rehearsing 
a lead role – the principles of “listen and respond” and “stay in the moment” are fundamental 
to the work.

As in all Stanislavskian-derived approaches, for a Meisner actor traditional line-memorization 
methods that include vocal inDections or gestures are avoided. These traditional approaches 
merely increase the chance the actor will miss a “real moment” in service of a rehearsed habit or 
line reading, the technique assumes. Meisner actors learn lines dry, “by rote,” without inDection, 
so as not to memorize a line-reading. When the line is 1nally to be delivered, its quality and 
inDection is derived from the moment of articulation.

The improvisatory thrust of the technique does not give permission to an actor “to wing it” or 
to fail to prepare. Meisner training includes extensive work on crafting or preparing a role. As 
students mature in the work, they get to know themselves and can make use of this self-knowledge 
by choosing actions that are compelling to their particular “instrument.” They “come to life” 
through informed, provocative choices. Actors prepare emotional responses by “personalizing” 
and “paraphrasing” material and by using their imagination and “daydreaming” around a play’s 
events in highly speci1c ways that they’ve learnt are particularly evocative for them personally. 
Solid preparation supports the spontaneity, in line with Martha Graham’s observation that “I 
work eight hours a day, every day, so that in the evenings I can improvise.”

Despite some misconceptions, Meisner work also addresses characterization, though in an 
indirect way. Characteristics, such as “mousy,” “vindictive,” or “noble,” result from actors’ 
choices about what they do. Rather than attempting to play “mousy,” a Meisner actor might 
seek to appease another character, in order to manifest the characteristic.
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6. BRECHT – EPIC THEATRE

1898–1856 German

“Art is not a mirror 
held up to reality but a 
hammer with which to 

shape it.”

Cultural contexts – Hitler and rise of fascism

Eugen Berthold (later Bertolt) Friedrich Brecht was born on February 10, 1898 in Germany. 
He brieDy studied medicine but, after World War I, he gradually gained recognition as an 
unconventional poet and playwright in Munich and Berlin. When the Nazi Party came to 
power in Germany, Brecht’s political beliefs and activities were threatened and he Ded into exile. 
Travelling and working in a number of cities in Europe and in the United States, he remained 
in exile for 14 years. After World War II, he settled in East Berlin where he co-founded a highly 
acclaimed theatre company called the Berliner Ensemble. He died in 1956 while in the midst of 
working with the Ensemble reviving one of the productions he had staged in the United States.

Brecht was strongly inDuenced by the political and cultural ideals associated with Marxism. He 
also admired the theatrical innovations introduced by the radical Russian director Vsevolod 
Meyerhold as well as the dynamic and politically motivated director Erwin Piscator whom Brecht 
worked with in 1927. The social, aesthetic and political ideals inspiring their theatrical styles 
were also addressed and articulated in Brecht’s early propagandistic ‘teaching plays’ and they 
informed much of the work that he wrote and produced. In keeping with the egalitarian ideals 
he associated with Marxism, Brecht’s productions were often very collaborative. For example, all 
those involved in productions were expected to discuss and develop their own critical attitudes 
to works and ideas being developed

While it would be dif1cult to view his style of directing as completely egalitarian, it is clear that 
he remained open to critical discussion and that his productions enabled and encouraged the 
expression of multiple viewpoints.

Brecht’s emphasis on the political and didactic signi1cance of theatre inspired him to try and alert 
audiences to the need for social change. Incorporating Piscator’s concept of Epic Theatre, Brecht 
suggested that plays set in different historical or cultural circumstances would establish some 
distance between the experiences of an audience and the experiences of the characters in a story. 
He hoped that this safe distance would enable spectators to critically appraise the circumstances 
and attitudes evident in the story and encourage them to compare those in their own world. 
To stimulate critical attitudes in his audiences, Brecht introduced theatrical devices that were 
designed to break or challenge their unthinking emotional involvement with the production. 
Aiming to stimulate rational thought, he developed methods that he hoped would produce what 
he called Verfremdungseffekt, or the estrangement or ‘alienation’ effect. 
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The Alienation Effect

Brecht developed scenic, technical and acting methods that highlighted the construction of 
‘theatricality’ in performances. Some examples of these ‘alienation techniques’ include: making 
the mechanics of scene changes visible, inserting songs in the middle of scenes to interrupt the 
action and 1nding ways for actors to physically ‘show’ their characters’ relationships to their 
circumstances rather than trying to ‘be’ or identify with their characters.

Although one might question how effective Brecht’s theories were in practice, he always hoped 
that his productions would offer enjoyable experiences for his audiences. He aimed to create 
a sense of play and fun since humour often enabled audiences to enjoy the process of being 
alienated from their ordinary perceptions of familiar things and feelings. Consequently, Brecht’s 
plays offer both comic and insightful portrayals of human behaviour and illustrate ways that 
individuals can be formed and restricted by circumstances. His plots usually concentrate on 
exploring the limited choices available to characters con1ned and conditioned by the ideas and 
events in their social environments. 

A number of Brecht’s productions that are typical of this approach include: Mother 
Courage (1941), The Good Person of Setzuan (1943), The Life of Galileo Galilei (1947), 
and The Caucasian Chalk Circle (1954). Both as a playwright and a director, Brecht›s theories 
and practices have had a major impact on contemporary theatre. His view of theatre as an 
educational tool for social change, his collaborative approaches, and his theories of epic theatre 
are only some of his many contributions to the development of theatre.

Key ideas

Theatre of reform: theatre that has the purpose of using drama to change the political and social 
structure of our world.

Epic theatre: a story, usually historical, told on a large scale, over a long period.

Brecht’s plays are theatrical propaganda – he compared his plays to scientific experiments; human 
behaviours are studied to show why they happened and how that behaviour could be improved.

Brecht set out to change people’s minds.

Brecht wanted to show his audience what was wrong with society and then convince them to go out 
and change it.

The plays tell stories using techniques to remind the audience that they are observers, watching 
the events happening. The relationship of the actor and the audience is the exact opposite of what 
Artaud intended.

‘Alienation’ was Brecht’s intention to take away from a character or an event the things that make 
them familiar and understandable.
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7. GROTOWSKI – POOR THEATRE

Polish 1933–1999

“Intimate or drastic elements in the work of others are untouchable and should not 
be commented upon even in their absence. Private con�icts’ quarrels, sentiments, 

animosities are unavoidable in any human group. It is our duty towards creation to 
keep these in check in so far as they deform and wreck the work process.”

Jerzy Grotowski (1933–1999) was an innovative theatre director and theorist whose approaches 
to acting training and theatrical production have signi1cantly inDuenced theatre today. He 
was born in Rzeszow, in South-eastern Poland in 1933 and studied acting and directing at the 
State Theatre School in Krakow and in Moscow. He debuted as a director in 1959 in Krakow 
with Eugene Ionesco’s play Chairs and shortly afterwards founded a small Laboratory Theatre in 
1959 in the town of Opole in Poland. During the 1960s, the company began to tour internationally 
and his work attracted increasing interest. As his work gained wider acclaim and recognition 
Grotowski was invited to work in the United States and he left Poland in 1982. Although the 
company he founded in Poland closed a few years later in 1984, he continued to teach and direct 
productions in Europe and America. However, Grotowski became increasingly uncomfortable 
with the adoption and adaptation of his ideas and practices, particularly in the USA. So, at 
what seemed to be the height of his public pro1le, he left America and moved to Italy where 
he established the Grotowski Workcenter in 1985 in a town near Pisa called Pontedera. At this 
centre he continued his theatre experimentation and practice and it was here that he continued 
to direct training and private theatrical events almost in secret for the last twenty years of his life. 
Suffering from leukemia and a heart condition, he died on January 15 at his home in Pontedera.

In his inDuential publication Towards a Poor Theatre (1968), Grotowski explained the focus of 
his work in the Laboratory Theatre and outlined the following agenda:

“We are seeking to de1ne what is distinctively theatre, what separates this activity from 
other categories of performance and spectacle…our productions are detailed investigations 
of the actor-audience relationship.”

His experiments investigated the suggestion that the actor is the core of theatre art and he used 
the term ‘poor theatre’ to explain his desire to explore and utilise basic dramatic elements that 
could enhance communication between actors and audiences. Like the theorist Artaud, he noted 
that theatre has its own language and that this form of language is quite distinct from the words 
of a text. He argued that dramatic literature offered only a framework for actors’ explorations of 
themselves and that theatre only had meaning if it could enable actors and audiences to transcend 
stereotyped visions and conventional or habitual behaviours and responses. In many ways, he 
saw theatre as a spiritual process that could enable the discovery of truth and compassion and he 
wrote that he hoped that his work would enable personal and social transformations. 
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Since Stanislavski, no one had investigated the nature and meaning of acting as deeply and 
systematically as Grotowski. The experiments and exercises he and his company developed 
focused on elucidating connections between mental, physical and emotional processes and his 
methods are still used to inform many contemporary theatre theories and training programs. He 
called the theatre space he opened in Opole a laboratory because he saw it as a centre of research 
but, unlike other centres of research, he argued that poverty is not a drawback and shortage of 
money is not an excuse for inadequate performance. His ‘poor theatre’ style of drama was very 
popular during the 1960s and 1970s and was imitated by a variety of theatre troupes around the 
globe that are still in operation. Despite the fact that he worked with an exclusive community of 
theatre actors and audiences during the last twenty years of his life, his experiments have had a 
profound inDuence on the development of contemporary theatre throughout the world.



182

8. ANTONIN ARTAUD – THEATRE OF CRUELTY

“No one has ever written, 
painted, sculpted, 
modelled, built, or 

invented except literally to 
get out of hell.”

Theatre of cruelty founded in 1927 by Artaud. Artaud called his theatre the Alfred Jarry Theatre, 
after Jarry’s production of Ubi Roi, about the murder of the king of Poland. The set was painted 
with bizarre illustrations of the inside and outside of a room with palm tree, a snake and a 
skeleton hanging from a gallows all visible – some characters were life sized puppets made of 
cane. It was performed by actors as if they were puppets. The performance style involved wild 
caricature and extreme satire. 

Key ideas

Artaud wanted to change the world by a direct assault on human emotions.

Artaud did not mean physical cruelty but an attack on the emotions designed to shock the audience 
and totally involve them in the drama. 

Artaud set out to create a theatre of magic, beauty and power. His productions were rejected in his 
lifetime, but have had a profound effect on theatre since. 

Artaud felt the world was in desperate need of change. Actors require motives and reasons for their 
behaviour that underpin a character’s actions. This required finding a character’s drive or intentions. 
Actors need to analyse themselves, their own actions, knowledge and experience to discover their 
own motives and super-objectives.

A part of the actor must always remain in control of their created character so that part of their 
consciousness remains separate, observing and directing the behaviour of the character. (In other 
words, reDect on what it is like to be in the shoes of another person) surprise and challenge the 
audience, while reminding them that they were watching a story with a strong political point.

The magic world created by characters is to be broken down in a number of ways, such as screen 
or notices with information or comments about the action or character. Sometimes there was a 
narrator; often there was a song. These techniques were to remind the audience that they were 
watching a play and that the play had a message.

The audience is aware of the characters as actors (visible lighting, partial set…).

Scenery was often changed in front of the audience. Costumes could be whole, or a single item, or a 
prop would be all that was used. Lighting was often bright and white, despite the time of the scene.
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Characters were strongly physicalised – at times in symbolic ways. For example, stylised actions, 
from the formal Chinese theatre where crying is shown by moving the 1nger up and down in 
front of the eyes; robotic, mechanical, dreamlike and other non-realistic movements and voice; 
using opposite styles of acting such as a serious death scene in an outrageous comedy change. 
Remember, Artaud had lived through WWI and the Depression was looming).

Artaud’s view of the world as being full of lies, aimlessness, meanness and hypocrisy echoes the 
philosophy of existentialism – that human beings must face up to the pointless absurdity of their 
lives and only then they will be free to take actions and make decisions which reDect the terrible 
reality of existence.

Artaud shared this pessimistic view, but believed it was possible to change that world through his 
theatre. For Artaud, life = theatre and theatre = life i.e. they were mirrors of each other. Artaud 
believed that if the world of theatre could be transformed by him then the outside world would 
be altered.

Artaud watched Balinese dancers in 1931: the use of stylised movement, gesture, dance, music 
and costume had enormous emotional impact. It communicated feelings about the great human 
mysteries of creation, growth and death in ways words could not. He therefore wanted strong 
physical theatre to be used to ‘hypnotise the audience as a snake-charmer hypnotises a snake, 
putting them into style; perform with the awareness of being watched.

Vocal work is very demanding; actors are encouraged to sing, chant, use mechanical and strange 
sounding voices, produce nonhuman sounds and speak in a range of dialects and class accents. 
Class distinctions and regional accents are carefully written into the language of the plays and are 
extensively used as part of the political and social messages. His plays use a mixture of naturalistic 
and unnatural style. They often resemble a trance in which they confront themselves, their way of 
life, and the meaning and mystery of all existence. Words were still important but only when totally 
necessary. He wanted theatre to assault the senses, to break through the desensitisation of people. 
Artaud planned ‘an assault on the senses’ using light, music and sound – like rock concerts do. 
Actors were to use techniques to directly involve the audience in the action and emotion.

Actors were to expose the lies, meaninglessness and hypocrisy of much of life.

He saw theatre as a mirror for the audience to be reDected in. With the use of masks, ritual 
objects and traditional and striking costumes, Artaud hoped to remove his audience from their 
everyday life.
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9. MARIA KNEBEL AND SHARON MARIE CARNICKE

MARIA OSIPOVNA KNEBEL (1898–1985) studied 
acting and directing with three major 1gures from 
the Moscow Art Theatre – its founders (Konstantin 
Stanislavsky and Vladimir Nemirovich-Danchenko), 
and the actor and playwright Michael Chekhov. Knebel 
synthesised their work and was a great champion 
of Stanislavsky’s last rehearsal technique, Active 
Analysis. Through Active Analysis actors embody a 
play by exploring its conDicting vectors of action and 
counteraction in improvisations. Close examination of 
the play’s text also accompanies the improvisatory work. 

Knebel focused intensely on close textual analysis. In 
rehearsal, Knebel was known for asking actors the 
following questions: How do the playwright’s words 
create dramatic style? Why do characters speak these 
words and not others? Answers to such questions became 
the basis for improvisations; and improvisations, in 
turn, prompted new questions. Knebel had learned from 
Michael Chekhov to trust imaginative improvisation 
and from playwright Nemirovich-Danchenko to read plays as closely as others read poetry. As 
she explained, ‘I understood that the method of Active Analysis strengthens the improvisatory 
nature of the actor, helps uncover the actor’s individuality, and cleans the dust of time off literary 
works with wonderful images and characters in them’. Knebel used Active Analysis as her 
primary ‘path in art’. 

The Knebel Technique 

Knebel developed her own unique approach to theatre by synthesising theatrical principles she 
had encountered in the Moscow Art Theatre tradition. Knebel learned directly from Stanislavsky’s 
rehearsal of texts through Active Analysis. She saw that Stanislavsky had designed his last 
theatrical experiments ‘to create for the actor an improvisatory state of mind and body within 
the rigid framework of 1rst-class dramatic material’. From Michael Chekhov she learned that 
acting is deeply improvisatory and inseparable from the actor’s imagination. He taught her that 
in any performance, however carefully scripted and blocked it may be, an actor can still retain 
an improvisatory approach toward the role, what she would call the actor’s ‘improvisatory state 
of mind.’ She believed that Chekhov was a genius of improvisation. ‘One of the secrets of his 
art,’ she observes, ‘and, in fact, the most important principle behind creativity, is the actor’s 
improvisatory state of mind in the role’. Moreover, she understood that this state of mind springs 
from the actor’s imagination. Chekhov taught Knebel to free her own imagination to prompt 
creativity within the limits of written texts and tightly directed productions. 

Knebel learned from Nemirovich-Danchenko that an actor must engage in close reading of great 
literature to enhance the imagination. Through Active Analysis she watched actors delve deep into 
the text as they rehearsed. By improvising the dynamic structures of actions and counteractions that 
undergird dramatic scenes, actors discover the need for dramatists’ words; in effect, they write the 
play anew every time they perform. When Knebel tells actors that they ‘draft’ and ‘re-draft’ their 
performances through their improvisations (Knebel 1971: 53), she encodes this deep insight in the 
language of her technique.  Knebel states, ‘In my own work, I could not separate Stanislavsky and 
Nemirovich-Danchenko,’ and ‘over the years their teachings became more and more interconnected’.

In rehearsal, Knebel begins by interrogating Stanislavsky’s notion of the ‘super-superobjective’ 
(or the ‘super-supertask’) because she believes that no theatrical work of value can be conducted 
without answering a single foundational question: ‘Why stage this play today?’. Knebel then 
spends signi1cant time developing skills of ‘observation’ and ‘concentration.’ She focuses 
especially on how an actor’s ‘objects of attention’ can be simultaneously ‘outer’ (material and 
physical) and ‘inner’ (mental, psychological, and spiritual). Moreover, as she teaches students to 
identify and attend to the many points of focus in any given scene, she also asks them to select 
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from these many ‘objects of attention’ a single ‘main object.’ She takes this latter term from 
Nemirovich-Danchenko’s idea that every scene has a ‘main object’ that can be distinguished from 
the many secondary ones that also vie for an actor’s attention during performance. By asking 
students to distinguish a ‘main object,’ Knebel helps them isolate what is most important in a 
given scene, and thus she trains them to tell dramatic stories cleanly and clearly.

Knebel’s exercises on ‘communication’ depend upon the idea that people send and receive invisible, 
but palpable rays of energy whenever they communicate with each other. Both Stanislavsky and 
Michael Chekhov had used this notion of ‘radiation’ to great effect. In fact, we know many of 
their exercises on rays because Knebel taught them. In addition, she also used exercises where the 
actor tosses a ball to her partner as she speaks, and the partner throws it back as he answers. The 
different ways in which the ball can be thrown make students physically aware of the dynamics 
of their interactions. She borrowed  this exercise from Michael Chekhov.

Knebel also focused on the ‘tempo-rhythm,’ which she learned from Stanislavsky, where actors 
experience how changing perspectives on time can evoke different emotional sensations. Thus, 
she would ask students to perform simple activities (combing their hair, buttoning a coat, etc.) 
using different speeds and varying rhythms. 

Knebel added her own visual imagination and psychophysical sensibility to her rehearsal 
technique. Knebel asks students to connect their characters’ thoughts to: ‘the given circumstances’ 
of the play, the character’s physical state during the thought process, the scene’s ‘tempo-rhythm,’ 
etc. ‘A person’s train of thought,’ she notes, ‘always depends upon a whole series of issues, 
each in its turn inDuencing physicality and behaviour’. Active Analysis consists of an objective 
‘examination of the facts’ of the play. This includes historical research and close readings of 
each scene for its dynamic structure. Through Active Analysis actors determine how a scene’s 
main ‘event’ is created by the collision of an impelling ‘action’ and a resisting ‘counteraction.’ 
Knebel insists that actors pay strict attention to how characters speak, what style of language 
the playwright uses, and how speci1c words in the text can prompt the imagination. 

Knebel’s method centres around ‘études’ (French for ‘studies,’ or, in more common theatrical 
language, ‘improvisations’), through which actors test their discoveries and hypotheses about 
the play. Before memorising a scene, the actors improvise its dynamic structure of ‘action’ and 
‘counteraction’ in order to see whether the ‘event’ that they expect will indeed occur. In their 
‘études’ they sometimes paraphrase, sometimes perform silently, and sometimes use fragments of 
text that they remember. If their improvisation does not result in the appropriate ‘event’ they re-
examine the facts and try another ‘étude.’ When the ‘event’ does occur, they further re1ne it through 
a re-examination of the facts. They repeat this oscillation between text and improvisation until the 
playwright’s words, rhythms, images, and style emerge from their work. Knebel notes that études 
‘teach actors to be bold, to use speci1c actions, and to welcome sudden and unexpected reactions. 

While Active Analysis has become Russia’s gold-standard for acting and directing, it remained little 
known in the United States, in part due to the predominance of the American Method (founded on 
Stanislavsky’s earlier work) and in part due to the lack of translations of Knebel and Stanislavsky’s 
writings in English. Sharon Marie Carnicke learned Active Analysis from Knebel, her assistants 
in Moscow, and transcripts of Stanislavsky’s last rehearsals. Carnicke was also the 1rst to publish 
about Knebel in English and now world-renowned for teaching Active Analysis in the United States.
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SHARON MARIE CARNICKE

Sharon Marie Carnicke, Professor of Theatre Critical Studies at the University of Southern 
California, incorporates Stanislavsky and Knebel’s Active Analysis in her approach. Carnicke 
conducts master classes in the United States and globally at such institutions as the National 
Association of Acting Teachers, the National Academy of the Arts (Norway), MetodiFestival 
(Italy), NIDA (Australia) and The Moscow Art Theatre School. Her work with scientists 
has applied active analysis to the study of emotional expression through motion capture and 
interactive digital storytelling. She is also the founder of the Stanislavsky Institute for the 21st 
Century.

For Carnicke, Active Analysis is a distinct approach to rehearsal for actors. Instead of 1rst 
memorizing lines, actors explore the interactive dynamics of a story by means of improvisations, 
or etudes. As actors test the actions and counteractions that tell the story, they come to need 
their lines. She notes that through Active Analysis, actors paradoxically step away from a text in 
order to learn it. It is analysis because actors analyse the play by exploring its interactive options 
through their etudes. It is active because, from the 1rst rehearsal to the last performance, actors 
are on their feet, actively engaging with each other and with the text. According to Carnicke, 
Active Analysis is a comprehensive approach because the etudes help actors activate all aspects 
of themselves simultaneously – mind, body, and spirit. Thus, Active Analysis produces dynamic 
performances and actors who are Dexible, spontaneous, and imaginative.
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10. UTA HAGEN

Uta Thyra Hagen (1919–2004) was a 
German-American actress and theatre 
practitioner in New York. After a 
successful acting career on Broadway, she 
became a highly inDuential acting teacher 
at New York’s Herbert Berghof Studio. 
Her most well-known contributions to 
theatre pedagogy were a series of “object 
exercises” that built on the work of 
Stanislavsky and Yevgeny Vakhtangov. 
Hagen’s approach used the principles 
from Stanislavsky’s System to develop 
practical tools for actors. She developed 
acting techniques such as substitution, 
transference, speci1city, authenticity, and 
preparation, all based on Stanislavsky’s 
System. Hagen’s techniques became 
popular among actors because they 
linked the internal (representational) and 
external (presentational) aspects of an 
actor’s work. Her methods reinforced skills 
of self-observation and reDection – which 
she insisted were paramount for enabling 
actors to observe human behaviour so 
that they could recall it onstage when in role. Hagen’s approach encourages actors to avoid 
over-intellectualizing their processes and instead root themselves in the rigorous observation of 
daily life. The 1ve key elements of Hagen’s technique are substitution, transference, speci1city, 
authenticity, and preparation.

• Substitution: Hagen’s substitution is a variation of emotional recall. But unlike Strasberg’s
method which asks actors to mentally recreate the emotional conditions of their lives
onstage, Hagen’s technique focuses on pinpointing moments where activities or sensations
from an actor’s lived experience intersect with the scene at hand. For Hagen, substitution
is more about the actor convincingly putting themselves in the circumstances of the
performance, rather than importing their own life’s de1ning moments into their work.

• Transference: The actor’s duty, according to Hagen, is to 1nd their relationship to
the character based on their own experience and perspective – a process she terms
“transference.” Hagen is also very clear that an actor should never substitute circumstances
on stage that they’re uncomfortable talking about or exploring publicly.

• Speci1city: Hagen taught that an actor knows what to do and how to behave on stage by
interacting with objects that would realistically be in the environment of the scene. Hagen
insisted actors rehearse with the speci1c props that they would use in the 1nal performance
and visualize speci1c objects when looking at blank walls or into the audience.

• Authenticity: In her studio, Hagen pestered students to fully utilize props, costumes, or
even architectural features of the venue to motivate authentic action. During scene work,
Hagen’s students always had a pile of props and furniture on the stage because it was their
relationship to objects that manifested in naturalistic behaviour.

• Preparation: Hagen asserted that developing authentic behaviour and performing a role
Duently requires rehearsal. She believed that a two-minute exercise based on an actor’s life
required at least an hour of rehearsal. Hagen created a series of exercises to help actors
observe human behaviour and recreate it on stage to assist with preparation.

Uta Hagen’s acting exercises

• Basic Object Exercise: Sometimes called “two minutes of daily life,” this exercise requires
the actor to replicate activities from their own daily routine in speci1c detail (think making
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breakfast or getting ready to go out). The goal of this exercise is to increase the actor’s 
awareness of their un-observed behaviour. 

• Three Entrances: Starting off-stage, the actor enters the environment of the scene. The
actor’s performance should answer three questions: What did I just do? What am I going
to do? What is the 1rst thing I want?

• Immediacy: Hagen asked actors to search for a small object that they need. You can
perform the exercise on a set or in your home. As you search, you should observe the
behaviour and thoughts that arise as you authentically try to 1nd something. The objective
is to identify the thoughts, behaviours, and sensations you experience when you genuinely
don’t know the outcome, so you can use them on stage.

• Fourth Side: This exercise starts with a phone call to a person you know. You should call
them with a speci1c objective in mind. During the conversation, Hagen wants you to focus
on your surroundings and the speci1c objects that your eyes rest on. The purpose is to help
actors observe how they interact with all dimensions of an enclosed physical space so they
can recreate the feeling of privacy on stage.

• Endowment: This exercise is designed to help actors apply their observed behaviours to
endow props with qualities that they cannot safely have on stage. Hot irons and sharp
knives are typical examples. The Endowment exercise asks actors to believably treat
objects on stage as though they have the qualities the actor needs in a scene.

Uta Hagen’s exercises are her greatest gift to actors working today. She developed them between 
Broadway jobs to solve some acting problems that she had never seen anyone tackle to her 
satisfaction. The result is that Hagen’s exercises give actors a way to observe human behaviour 
and catalogue it so they can recall it onstage when it is useful in a role.

Uta Hagen’s 9 questions

Uta Hagen’s original nine questions are: 

1. Who am I? This question’s answer includes all relevant details from name and age to
physical traits, education, and beliefs.

2. What time is it? Depending on the scene, the most relevant measure of time can be the era,
the season, the day, or even the speci1c minute.

3. Where am I? This answer covers the country, town, neighbourhood, room, or even the
speci1c part of the room.

4. What surrounds me? Characters can be surrounded by anything from weather to
furnishings, landscape, or people.

5. What are the given circumstances? Given circumstances include what has happened, what
is happening, and what will happen to a character.

6. What are my relationships? Relationships can be with other characters in the play,
inanimate objects, or even recent events.

7. What do I want? Wants can be what the character desires in the moment, or in the overall
course of the play.

8. What is in my way? This is the actor’s chance to understand the obstacles the character
must react to and overcome.

9. What do I do to get what I want? In Hagen’s teaching, “do” means physical action.

Uta Hagen’s nine questions help actors develop the granular details of their character’s backstory. 
The questions come from Hagen’s 1rst book, “Respect for Acting,” though in her later book, “A 
Challenge for the Actor,” she condensed her original nine questions to six steps.
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Uta Hagen’s revised six steps to building a character are: 

1. Who am I?

2. What are the circumstances?

3. What are my relationships?

4. What do I want?

5. What is my obstacle?

6. What do I do to get what I want?

Later in her life, Hagen distanced herself from her 1rst book and encouraged her students to rely 
on her second book, which she felt was clearer about her concepts. Both books are popular with 
acting teachers and students today, however. Hagen’s questions and steps are the foundation for 
all of her acting exercises. Whether you rely on the nine questions or the six steps depends on 
personal preference. 
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11. RUDOLF LABAN

Rudolf Laban (1879–1958), was an Austro-Hungarian, German and British dance artist, 
choreographer and dance theorist. He is considered the father of expressionist dance, and a 
pioneer of contemporary dance. His approach includes Laban Movement Analysis (a way of 
documenting human movement) and Labanotation (a movement notation system). 

Laban Movement Analysis (LMA) is a means of 
conceptualizing, describing, and assessing the ways that 
humans move their bodies. Although it is most often 
used by dancers, choreographers, and dance theorists, 
LMA is also used by actors and acting coaches to help 
performers understand expressive choices and embody 
their characters. LMA has been used for more than half 
a century in actor training. Practitioners such as Jean 
Newlove, Yat Malmgren, Geraldine Stephenson, Brigid 
Panet, and Joshua Luckens have used LMA to teach 
actor movement classes.

Laban categorized movements using Eukinetics, or 
Efforts, and Choreutics, or Space Harmony. His work 
was carried on, particularly by Bartenieff and Ullmann, 
and situated into these categories: Body, Effort, Shape, 
and Space. These categories are often referred to using 
the acronym BESS.

Body

This refers to what the physical form itself is doing – such as movement independence or 
interconnectivity – and how movement transfers from one part of the body to the next. 

Effort

Laban named eight different types of ways that movement creates sensation or feeling. These 
Efforts are broken down into the motion factors of space, time, weight, and Dow: essentially, 
the ways that your body moves through the world. He further developed two elements for each 
Effort to describe their qualities: space (or direction) is either direct or indirect; time (or speed) 
is either quick or sustained; weight is either heavy or light; and Dow is either bound or free. The 
eight Efforts acting techniques are:

• Dab: direct, quick, light, bound

• Float: indirect, sustained, light, free

• Press: direct, sustained, heavy, bound

• Wring: indirect, sustained, heavy, bound

• Glide: direct, sustained, light, free

• Punch: direct, quick, heavy, bound

• Slash: indirect, quick, heavy, free

• Flick: indirect, quick, light, free

Laban asserted that each Effort conveys a special emotive quality. For example, Doating might 
indicate that someone feels on top of the world. Alternatively, slashing implies a feeling of upset, 
even anger.
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Shape

This covers how your body alters its form and why. The subcategories include: 

• Shape forms: your body’s stationary shapes

• Modes of shape change: how your body interacts with its environment. Modes include “shape
Dow,” or your body’s connection to itself; “directional,” or your body’s direction within its
environment; and “carving,” or your body’s interaction with the size of the environment

• Shape Dow support: how your core or torso changes shape to support the rest of your body

Space

This explains the way your body 1lls the space around it, particularly in a way that is harmonious. 
Aspects include:

• Kinesphere: the physical space around your body and how you respond to it

• Spatial intention: the ways that you, the mover, use different directions

These questions, taken from Laban practitioner Peggy Hackney’s “Making Connections,” can 
help performers better understand the power of movement on expressionism:

• What body parts move?

• Where does the movement initiate?

• How does movement spread through the body?

• What is the dynamic quality, the feeling-tone, the texture?

• What is the inner attitude toward using energy?

• What forms does the body make?

• Is the shape changing in relation to self or in relation to the environment?

• What is the quality of the changing shape?

• How large is my space?

• Where is the movement going?

• What are the active “spatial pulls”?
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12. ANNE BOGART

Physical theatre practitioner, Anne Bogart is an American theatre director who has staged almost 
a hundred plays during her work as a teacher in many universities, academies and conservatories 
over Europe and the USA. She has published books and essays on theatre. She is co-founder of 
the Siti Company together with Tadashi Suzuki and has since been its artistic director.

She is most well-known for her Viewpoints method of actor training. The Viewpoints is essentially 
a method to practice spontaneity. Bogart’s system integrates two approaches. She incorporates 
the Suzuki method of actor training, which is very rigorous and repetitious, similar to doing 
barre work in ballet. The Viewpoints is inherently more improvisational. There is an emphasis 
on lightness and quickness, and the ability to respond to other actors on stage in a manner 
similar to how dancers use kinetic energy.

TINA LANDAU

Tina Landau (1962–) is an American playwright and theatre director. Known for her large-scale, 
musical, and ensemble-driven work, Landau’s productions have appeared on Broadway, Off-
Broadway, and regionally, most extensively at the Steppenwolf Theatre Company in Chicago 
where she is an ensemble member.
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The Viewpoints (Anne Bogart & Tina Landau)

The Viewpoints originated from the Post Modern dance movement and was originally created by 
dance choreographer Mary Overlie who used it for improvisational acting.  Overlie conceived of 
6 viewpoints: space, shape, time, emotion, movement and story. Anne Bogart and Tina Landau 
expanded on these viewpoints of improvisation and created 9 viewpoints for stage acting. They 
focused on different factors relating to space and time, enabling actors to focus on physical 
acting in an intuitive manner.  It also allows ensemble acting to naturally germinate. 

Anne Bogart’s improvisational yet highly regimented theatre training technique, turns the 
Method inside out, focusing on the speci1c interactions and spatial relationships between actors 
rather than the individual’s inner psychological journey. The Viewpoints is an improvisational 
system that trains an actor to use their body in time and space to create meaning. They are points 
of awareness that a performer or creator has while working. They provide a vocabulary for 
thinking about and acting upon movement and gesture. Actors will make offers, accept offers, 
extend moments (such as repeating a gesture or a shape) and advance the scene. It is through this 
improvisation that they create dramatic meaning.

The Viewpoints represent not only a physical technique but also a philosophical, and aesthetic 
approach to many aspects of their work. In Bogart’s realisation of Antigone (translated by Jocelyn 
Clarke, 2009) the set is a square table and the actors are dressed in corporate suits minus footwear. 
They present their monologues cleanly, with little fuss, and then, when conDict intensi1es, Kreon 
(Stephen Duff Webber) pulls his hand back and with an abstract symbolic gesture mimes a slap, 
which is punctuated with a SFX slap. These mannered, mock-violent gestures are a metaphor for 
the entire style –  deliberate, subtle and kinaesthetic.

The Nine Viewpoints:

Viewpoints of Space
1. Spatial Relationships
2. Architecture
3. Floor Pattern

Viewpoints of the Body
4. Shape
5. Gesture

Viewpoints of Time
6. Kinaesthetic response
7. Repetition
8. Duration
9. Tempo

1. Spatial Relationships

• The distance between things on stage, between one body and another or between a
body and an object or piece of architecture.

• Consider: groupings
proximity

2. Architecture

• The physical environment in which you are working and how the awareness of it
effects movement.

3. Floor Pattern

• The pattern created on the Door as the actor moves through the space; determines how
the actors get from one place to another.

4. Shape

• The contour or outline the body (or bodies) make in space.
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• Shapes can be broken into: lines, curves or a combination of lines and curves

• Shape can be stationary or moving through space

• Shape can be made:

o with the body in space

o the body in relationship to architecture making a shape

o the body in relation to other bodies making a shape.

5. Gesture

• A movement involving a part or parts of the body. Gesture generally involves parts of
the body (e.g. face or hands) whereas shape generally involves the whole body.

• Gesture has 3 categories:

o Daily life (behavioural e.g. scratching/snif1ng)

o Stereotypical (cultural e.g. saluting)

o Expressive (abstract)

6. Kinaesthetic Response

• A spontaneous physical reaction to something which occurs outside you; the impulsive
movement which occurs from stimulation of the senses.

• This viewpoint holds the viewpoints improvisation together

7. Tempo

• The rate or speed at which a movement occurs; how fast or slow something happens
on stage.

8. Duration

• How long a movement or sequence of movements continues.

9. Repetition

• Repeating something on stage. It can be an exact copy or it could be a variation.

• Variations on repetition:

o Exact Transfer (a movement or gesture is applied to another person or context)

o Transform (a movement is transformed into something different but from the same
source idea e.g. the action of bouncing a ball becomes the action of 1ngers running
through mud)

o Recycling (repeating a moment, movement or gesture later in the Viewpoints
session – serves as a unique vocabulary for the session)

Later Bogart added the Vocal Viewpoints to her theory that include Pitch, Dynamic, and Timbre.
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13. ROBERT COHEN

Robert Cohen (born 1938) is a renowned American university professor, theatre director, 
playwright, and drama critic who spent 50 years training actors and students at the University of 
California. Cohen’s approach, based on Stanislavski’s system, focuses on the actor’s goals, other 
people, tactics and expectations. Cohen’s approach focuses on the psychological underpinnings 
of characters in a play. In his text Acting Power, Cohen uses the term “relacom,” referring 
to “relationship communication.” All communication has at least two dimensions: the content 
dimension of the message and the relationship dimension of the message. We not only say things, 
but we say them in particular ways, and the way we say things often tends to develop, clarify, 
rede1ne a relationship. In Cohen’s approach, it is especially important for actors to explore the 
subtext, or what is underneath the lines. The methods that Cohen developed in his approach to 
the training of the actor are represented by the word “GOTE.” Cohen’s GOTE Sheet consists of 
four elements of acting, each represented by a letter in the acronym “GOTE”:

• Goal (of the character)

• Other people (that stand in the way of the character’s goal)

• Tactics (that the character employs)

• Expectations (that the character has)

Cohen’s approach to stage acting has become one of the most widely used in America today.
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14. JACQUES LECOQ

French 1921–1999

“�e clown has great 
importance as part of 
the search for what is 

laughable and ridiculous 
in man. We should put 

the emphasis on the 
rediscovery of our own 

individual clown, the one 
that has grown-up within 
us and which society does 
not allow us to express.”

Physical theatre

Jacques Lecoq (1921–1999) is regarded as one of the twentieth century’s most inDuential teachers 
of the physical art of acting. He was born 15 December in Paris, France and participated and 
trained in various sports as a child and as a young man. During World War II he began exploring 
gymnastics, mime, movement and dance with a group who used performance to express their 
opposition to the German occupation of France. After the war, Lecoq then studied mime with Jean 
Daste, (a former pupil of the acclaimed teacher of mime, Jacques Copeau) who introduced him to 
masked performance and Japanese Noh theatre. He left Grenoble and spent six months teaching 
mask work in Germany, before accepting another teaching position at the University of Padua in 
Italy. He spent eight years in Italy teaching and working as a creative practitioner and discovered 
the traditional and popular Italian theatre style of commedia dell’arte as well as the tradition of 
masked chorus work developed in Ancient Greek tragedy.  He returned to Paris in 1956 and opened 
his own school, the Ecole Internationale de Mime et de Theatre which has had many homes in Paris 
over the years but has continued to attract large numbers of students from all over the world. 

Lecoq also toured with demonstrations of his physical art of the actor and periodically conducted 
classes in Britain that had an enormous impact on the development of British theatre. He was 
awarded the prestigious Legion d’Honneur in 1982 and continued to take classes at his school 
right up to the day before his death on January 19, 1999.

Lecoq’s work and research has mainly been disseminated through the training he has conducted 
with the many students who have attended his classes and demonstrations overseas or his classes 
at his school in Paris. This may be why a myth is often circulated that suggests his methods 
were somehow secretive or reserved only for his students. However, he has published numerous 
articles and interviews, edited a text in French entitled Le Theatre du Geste (1987) and his 
book, The Moving Body (Translated and published in English posthumously in 2000) outlines 
a number of his philosophies and approaches. The texts he has produced also indicate why it is 
so dif1cult for students to pass on his teachings. They explain that the training is very practical 
and very speci1c for each student because every actor’s body and mind has accumulated different 
tensions and conditioned responses. 

Lecoq’s training methods therefore focus on releasing preconditioned views of acting and 
bringing an actor’s attention back to ‘playing.’ In his last publication he explained that: “There 
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is a huge difference between actors who express their own lives, and those who can truly be 
described as players…They have learned not to play themselves but to play using themselves. 
In this lies all the ambiguity of the actor’s work.” (61) The strong emphasis on improvisational 
activity at the school reinforces the central signi1cance of play and students are introduced to 
physical exercises, masks and popular theatre that reinforce the distinction between playing and 
being. Lecoq and those who now direct training at the school work on the premise that: “A true 
understanding and knowledge of theatre inevitably requires a profound experience of play”.

Like Konstantin Stanislavsky, Jerzy Grotowski and Eugenio Barba, Lecoq created a place to study 
and teach what he believed were important principles of acting. Lecoq, like these other 1gures, 
described his research into the human body and its movement as his ‘passion’ and he pursued 
this work throughout his life. He saw his teaching as ‘a path to his own greater knowledge and 
understanding of movement’ and said that his work with students helped him to discover that ‘the 
body knows things about which the mind is ignorant’. Masked work had a powerful inDuence 
on Lecoq’s approach to performing and he was intrigued with the simple and direct way masks 
could amplify the physical aspects of a performer and be used to communicate with all kinds of 
audiences. His research and analysis of masks, movement, body language and gesture has had a 
huge impact on the development of contemporary theatre and his work has popularised genres 
such as the clown, bouffons, commedia dell’arte, tragedy, and melodrama.

Jacques Lecoq 7 levels of tension 

Jacques Lecoq developed an approach to acting using seven levels of tension. These changed 
and developed during his practice and have been further developed by other practitioners. The 
following suggestions are based on the work of Simon McBurney (Complicité), John Wright (Told by 
an Idiot) and Christian Darley.

There can of course be as many or as few levels of tension as you like (How long is a piece of string? ). 
This is a guideline, to be adapted. You can train your actors by slowly moving through these states 
so that they become comfortable with them, then begin to explore them in scenes. The exercise 
can be repeated many times. Get your characters to move through states of tension in a scene. Play 
with them.

This is a list of names given to each level of tension, along with a suggestion of a corresponding 
performance style that could exist in that tension.

1  Exhausted or catatonic. The Jellyfish. There is no tension in the body at all. Begin in a 
complete state of relaxation. If you have to move or speak, it is a real effort. See what happens 
when you try to speak.

2  Laid back – the “Californian” (soap opera). Many people live at this level of tension. 
Everything you say is cool, relaxed, probably lacking in credibility. The casual throw-away line 
– “I think I’ll go to bed now”.

3  Neutral or the “Economic” (contemporary dance). It is what it is. There is nothing more, 
nothing less. The right amount. No past or future. You are totally present and aware. It is the 
state of tension before something happens. Think of a cat sitting comfortably on a wall, ready 
to leap up if a bird comes near. You move with no story behind your movement.

4 Alert or Curious (farce). Look at things. Sit down. Stand up. Indecision. Think M. Hulot 
(Jacques Tati) or Mr Bean. Levels 1 – 4 are our everyday states.

5 Suspense or the Reactive (19th century melodrama). Is there a bomb in the room? The crisis is 
about to happen. All the tension is in the body, concentrated between the eyes. An inbreath. 
There’s a delay to your reaction. The body reacts. John Cleese.

6 Passionate (opera). There is a bomb in the room. The tension has exploded out of the body. 
Anger, fear, hilarity, despair. It’s difficult to control. You walk into a room and there is a lion 
sitting there. There is a snake in the shower.

7 Tragic (end of King Lear when Lear is holding Cordelia in his arms). The bomb is about to go 
off! Body can’t move. Petrified. The body is solid tension.
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15. COMPLICITÉ

Complicité is a British theatre company founded in 1983 by Simon McBurney, Annabel Arden, and 
Marcello Magni. Its original name was Théâtre de Complicité. The company is based in London 
and uses extreme movement to represent their work, with surrealist imagery. Its work has been 
inDuenced by Jacques Lecoq. Their productions often involve technology such as projection and 
cameras, and cover serious themes. They describe the main principles of their work as “seeing what 
is most alive, integrating text, music, image and action to create surprising, disruptive theatre

Complicité’s work ranges from adaptations of writings and short stories through reinterpretation 
of classic texts to major devised pieces. When Complicité start rehearsals for a new production 
the responsibility for creating the work is taken on by the whole Company. This includes 
performers, directors, designers, stage managers, writers and other specialists such as composers 
and puppet and mask makers. The long process of exploration allows the performers to free their 
imaginations and bodies and 1nd a particular approach as a Company. Each show demands a 
speci1c process which is a response to the material that is being explored and each process grows 
out of play and improvisation. The collision of individual personalities with a chosen subject 
makes for the distinct atmosphere and energy of each show.

In Complicité rehearsals the Company often works with 1.8m bamboo canes. The following 
exercises help to create a dynamic spatial relationship between performers, as well as improving 
movement and co-ordination skills. They encourage performers to be bold and expansive with 
their movements. Using bamboos can help students to explore the creation of physical spaces as 
well as discovering how movement can express emotions, atmospheres and tensions. Working 
with bamboo canes formed a huge part of rehearsals for The Caucasian Chalk Circle and 
gradually became an integral part of the production. 
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Exercises: 

The following exercises look at how to concentrate action and focus a performance. They usually 
provoke a very imaginative and lively use of space: the performers are so close together that there 
is an energy and contact – they work together. Complicité usually use 6 foot garden canes. 

1. Give each actor a bamboo which they hold vertically, ten centimetres off the ground.

2. Get all the participants moving around the space without bumping into each other, keeping
their bamboos exactly upright and the same distance from the ground. Encourage them to
enjoy the sensation of being very precise.

3. Ask the participants to get into groups of three (without talking) and to continue to move
together as a group. Then ask them to change leader with each change of direction, while
staying close together.

4. When the actors are moving and concentrating well together, get them to experiment with
different speeds and rhythms, changing the con1guration of their group (3 abreast, single
1le, triangle) as well as the distance between their bamboos.

5. The leader can also lead changes in the position of their bamboo to create different shapes.
Look for different qualities of movement. It is important to keep the ideas and movements
simple and precise. It is the togetherness of a group moving their bamboos exactly as one
which is most effective. Watch each group in turn and see what works best.
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16. FRANTIC ASSEMBLY

The Frantic Method has helped Frantic Assembly become leaders in movement direction within 
theatre. It is essentially direction through movement and promotes an acute physical awareness 
that can be implemented in moments of stillness just as it can be in the physically spectacular. 

According to Scott Graham, the Artistic Director of Frantic Assembly, the Frantic Method is 
approaching devising as a series of tasks, each broken down into building blocks. The approach 
aims at telling stories through movement and choreography and is designed to establish progress 
from the simplest discoveries. Performers are encouraged to take a moment back to its simplest 
truth and build from there. This places dancers, actors, students, teachers and all participants on 
the same starting point.

Using these building blocks actors are empowered to 1nd and create complex work through a 
process that is safe, fun and constantly illuminating.

This process came about through recognising Graham’s own limitations coupled with a desire to 
teach and share something as soon as he learned it.

Graham wanted to develop a language that felt accessible and hones and take actors through 
to share a process that would take them past their perceived limitations. The Frantic Method 
enables performers understand how their bodies tell stories and how those bodies are capable of 
a strength and nuance they might not have recognised before.

The Frantic Method devising process

(https://www.franticassembly.co.uk/the-frantic-method)

1. Building Blocks

a. Round by Through – an activity where actors move ‘round, by and through’ one
another and then add weight, lifts, shifts and moves. It is about 1nding opportunities
to push forward the narrative. Choreography focuses on the moment before, during
and after a touch (between actors). Each moment becomes an event, which becomes a
decision.

b. Hymns Hands – in this devising activity actors place hands on the body of the other
actor, who then tries to place them elsewhere or remove them. Then a third actor
walks by the pair and focuses on one actor. These actors then maintain eye contact for
the entire sequence. This is then followed by manipulating time, where the movement
sequence is slowed down or sped up. Focus on weight, time and intensity.
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2. Choreography

a. Learning to Dy – this series of activities focuses on lifts and how to make lifts appear
weightless. Every movement on stage tells the audience a story just as text does.

b. Push hands – one actor pushes another around the room through pushing one hand on
the top of another actor’s hand. This is then done with the person being led with their
eyes closed.

c. Lifting and trusting – in this activity one actor in a group is chosen to be a rock and
another actor is the person lifted. The lifted actor is not passive but treats the other
actors as a series of ledges that they push off. The lifted actor moves towards the
rock and pushes off them whist the other actors lift them continuing their natural
movement. The task is that the performer being lifted directs the action and is the
focus of the activity. The lifters are invisible supporting apparatus. The idea is to create
an illusion of weightlessness.
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17. STEVEN BERKOFF

Steven Berkoff is a British theatre practitioner 
(1937–) who is known for his experimental style. 
His plays often use physical theatre techniques like 
mime, exaggerated movement and improvisation. 
He believes that actors’ bodies should convey the 
story rather than relying on sets. Berkoff focuses on 
the physical abilities of the performers as a substitute 
for sets and props, often known as total theatre. 
His work is inDuenced by Ancient Greek theatre, 
Japanese Noh and Kabuki, Shakespeare, East End 
music halls and his Jewish heritage. He also uses 
the techniques of practitioners such as Artaud and 
Brecht in his work.

Berkoff is recognised for staging work with a height-
ened performance style, which has subsequently 
become known as “Berkovian theatre”, which 
combines elements of physical theatre, total theatre 
and expressionism. His work has been described as 
confrontational or “in-yer-face theatre,” due to the intense presentation and taboo-breaking ma-
terial in a number of his plays. The text contains numerous swear words, characters talk about 
unmentionable topics, remove their clothing, humiliate one another, experience unpleasant emo-
tions, and become suddenly violent. “At its best, this kind of theatre is so powerful, so visceral, 
that it forces audiences to react: either they feel like Deeing the building or they are suddenly 
convinced that it is the best thing they have ever seen and want all their friends to see it too”  
(Aleks Sierz, theatre critic).

Berkoff’s concept of Total Theatre ful1ls his desire for a spiritual and psychological theatre 
which attempts to illuminate the text rather than depict it. He borrows the term Total Theatre 
from Artaud, who describes it as ‘that which furnishes the spectator with the truthful precipitates 
of dreams.’

Berkoff’s Total Theatre: 

• Is a belief that all elements of theatre are equal and have the same value in contributing the
effect to the audience.

• Concerned with conveying emotion

• To give the audience an overwhelming experience

• Every aspect of theatre must have a purpose

Berkoff’s approach: Expressionism and physical theatre

Example productions: Metamorphosis, East, Messiah

Example techniques:

• stylised movement, including slow motion and robotic, from an ensemble of performers

• exaggerated facial expressions and vocal work

• often includes direct asides and tableaux

• minimalistic use of costume and set

• exaggerated and stylised mime, sometimes using masks

• non-naturalistic set and lighting

• ensemble playing
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EXAMPLE 1 METAMORPHOSIS

Steven Berkoff is well known for his 
1969 adaptation of Franz Kafka’s The 
Metamorphosis, at the Roundhouse in north 
London. He has said of Kafka’s novella “the 
story shook me when I read it and it has clung 
to me as has most of Kafka’s work.  I identi1ed 
strongly with his dream-like stories and his 
acute perception of detail, detail that is not 
ordinary and programmed, the detail of life 
below the frustrations.” In Berkoff’s version of 
Kafka’s dark tale of alienation the audience is 
presented with physical theatre that explores 
humanity, consciousness, existence, morality, 
transformation, identity, isolation, family, 
society and class in a surreal merger of dream 
and reality.

In Berkoff’s adaptation of Metamorphosis, 
Gregor becomes a symbol for all despised 
humanity, who are self-effacing, who struggle 
daily for survival, who do what is expected of 
them, suffering to serve employers and keep 
their family safe, until this act of martyrdom 
manifests in such proportions that it kills them. 
The bug is the symbolic outward manifestation 
of what happens to a person when he is 
dehumanised by society. Gregor is a willing slave to his mother and sister, unappreciated and 
seen as worthless by his father, who nevertheless leans on him as heavily as the others. Berkoff 
emphasises that he sees Gregor as a ‘contestant,’ as he sees all Kafka’s oppressed protagonists. 
This is because he is in a constant battle for survival, against all that life and his surroundings – 
people, places, objects – throw at him. 

The bug, with its ‘geometric shape’ is the setting and the whole production. Once Gregor becomes 
a bug, the family and other human beings are seen from the bug’s viewpoint only: greedy, Dawed, 
sel1sh, and narrow-minded.  Gregor only relents of his feelings of love and concern for his family 
in death. Thus, the image of human as servant to others and bug scuttling to collect balls of dung 
are one. Only the audience can see Gregor’s translation from dung-beetle, through death, to 
something higher, the sacri1ce of all those who serve others selDessly. 

Berkoff used extreme physicality for the movement of Gregor as a beetle. He had to train at 
the gym to be able to hang from the scaffolding of the set. Berkoff wanted the environment of 
the bug to ‘be’ the play. The set suggests the ‘geometric’ shapes of the insect and enclosed the 
actors in its imprisoning structure. Since Gregor’s family are as much imprisoned by their home 
and the brooding presence of their transformed brother/son as Gregor is imprisoned by his new 
body. Berkoff described the family as ‘animated marionettes’, their insectile jerky moves showing 
that it is not just Gregor who is trapped in a bug-like existence. Berkoff’s music ‘underlined’ the 
movements in his staging of the play. This is an example of Berkoff’s Total Theatre: ‘total theatre, 
total life, sound, movement, light, text, music.’ It also highlights how Berkoff was inspired by the 
work of Antonin Artaud, who coined the phrase Total Theatre. Both Artaud and Berkoff’s Total 
Theatre productions should assault the senses of the audience with everything that the theatre can 
offer including light, sound (music and vocalisation), suggestive shapes and unsettling images. 
Total Theatre was intended to shock the audience out of their complacency. 

Director, Steven Berkoff used a physical theatre approach in The Trial, to provide the scene, 
whether this was furniture for a room or for a busy street. The use of people to create everything 
allows great opportunities for dynamic impact. In The Trial, it was the cast, very simple frames 
and a rope on an empty performance area that created the whole staging.
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18. EUGENIO BARBA

Italian Eugenio Barba 1936–

“For me, self-discipline has never corresponded to a voluntary adhesion 
to norms invented by others. It has always been the (rst step towards  

breaking the chains”.

Eugenio Barba is a director and theorist whose work has stimulated much international interest. 
He was born in the town of Brindisi in Southern Italy on 29 October 1936 and grew up in the 
nearby town of Gallipoli. In 1954 he emigrated to Norway and worked for a few years as a 
welder and sailor for the Norwegian merchant marine before going to Poland to study directing 
at the Warsaw Theatre School. In 1961 he left the school to join the new Opole Theatre founded 
by Grotowski in the town of Opole in Poland and over the next three years he worked as 
Grotowski’s assistant. In 1964 he founded his own company in Oslo called the Odin Teatret. His 
theatre company moved to the small town of Holstebro in Denmark in 1966 where Barba later 
founded the International School of Theatre Anthropology (ISTA) in 1979. 

Barba writes and lectures about the work he and his company are developing but his 1rst 
publication assembled and made contributions to the celebrated text Towards a Poor Theatre. 
This text introduced the work and ideas of Grotowski to the West and in many ways Barba’s 
work has been strongly inDuenced by Grotowski’s search for universal theatrical truths. As his 
assistant, Barba travelled with Grotowski when he visited different celebrated Asian theatre 
practitioners in order to discuss and study their various styles of performance. 

Barba’s interest in 1nding connections between Eastern and Western performance styles and 
traditions has continued since then but instead of searching for universal ‘truths,’ he now 
aims to discover and document cross-cultural commonalities between performance traditions. 
One of his most inDuential texts has been a publication he co-authored with Nicola Savarese 
called A Dictionary of Theatre Anthropology: The Secret Art of the Performer (1991). It offers 
a detailed and illustrated survey of a variety of historical and cultural performance styles that 
Barba has studied and outlines the basic principles he believes generate the magnetic ‘presence› 
of accomplished actors. More of his ideas about the nature of acting and the work he directs 
and studies are included in his publications The Floating Islands (1984), Beyond the Floating 
Islands (1986) and The Paper Canoe (1994).

The Odin Teatret echoes Grotowski’s original vision of a community of dedicated and disciplined 
international artists who train and work together on the development of performances. Barba 
defends and usually directs this process and has suggested that it offers performers a ‘third 
theatre.’ This term emphasises the fact that his company’s theatre is neither avant-garde nor 
mainstream but a space where actors are encouraged to perform as a means of self-discovery. 
In this sense, their community in Holstebro provides an environment where artists can share 



205

and explore their potential and their artistry without the pressures and concerns of commercial 
success. Performers are now increasingly encouraged to develop their own processes of training 
and to choose the methodologies they wish to employ in performance. 

While the results of such freedom often seem to be strange and often incomprehensible 
arrangements of images and languages, the performances are intended to communicate to 
audiences at more of a visceral and unconscious level. As the group allows long gestation periods 
to enable performers to 1nd shared meanings, new works emerge slowly from improvisatory 
processes and may sometimes take years to develop. And, as new ideas and approaches 
are constantly being absorbed and processed during these times, each production differs 
dramatically from the last. However certain stylistic similarities remain and the performers 
consistently combine ritualistic performance styles with a high level of physical and vocal agility 
and precision.

Like Grotowski, Barba sees his work with Odin and ISTA as research but Barba calls his own 
approach ‘theatre anthropology.’ Although many have questioned and challenged his use of 
this term as well as the methods he employs to gather evidence for his claims, he de1nes the 
work conducted at the school as the socio-cultural and biological study of human behaviour 
in performance situations. While this new terminology may sound more ‘scienti1c’ it is clear 
that many of the ideas and practices 1rst introduced by Grotowski have inspired the research 
and work being carried out by the dedicated and increasingly self-directed performing artists 
who have gathered together in Holstebro. However, Barba has been much more open to 
public discussion than his former teacher who slowly became more isolated. Although Barba 
has also been accused of elitism and has raised the shackles of post-colonial theorists and 
anthropologists, no other Western theatre worker has investigated Asian techniques, theories 
and practices as systematically. Moreover, his meetings with the ISTA and his productions with 
the Odin Teatret will most likely remain relevant to the development of contemporary theatre 
because they remain open to investigation and debate.
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19. DARIO FO

Dario Fo (24 March 1926–) is an Italian satirist, playwright, theatre director, actor, composer and 
recipient of the 1997 Nobel Prize in Literature. His dramatic work employs comedic methods of 
the ancient Italian commedia dell’arte, a theatrical style popular with the working classes.

Fo’s works are characterised by criticisms of organised crime, political corruption, political 
murders, most of the Catholic Church doctrine and conDict in the Middle East. 

His plays often depend on improvisation, commedia dell’arte style. His plays, especially 
Mistero Buffo, have been translated into 30 languages and, when performed outside Italy, they 
are often modi1ed to reDect local political and other issues. 

Fo encourages directors and translators to modify his plays as they see 1t, as he 1nds this in 
accordance to the commedia dell’arte tradition of onstage improvisation.

Fo currently owns and operates a theatre company with his wife, actress Franca Rame. Upon 
awarding him the 1997 Nobel Prize in Literature, the committee highlighted Fo as a writer “who 
emulates the jesters of the Middle Ages in scourging authority and upholding the dignity of the 
downtrodden”.
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20. ZEN ZEN ZO PHYSICAL THEATRE COMPANY

Physical Theatre – Australia 1989–current

BACKGROUND

ZEN ZEN ZO is a Brisbane-based physical theatre company at the forefront of contemporary 
performance and training in Australia.

Founders

Founded by Lynne Bradley & Simon Woods in 1992, the company has continually produced 
edgy, innovative theatre experiences that have challenged and delighted the audiences. 

Vision

Zen Zen Zo has created over 50 new productions ranging from radical realisations of the 
classics to innovative self-devised works, many of which have been showcased at national and 
international festivals.

Origins

Zen Zen Zo’s aesthetic was forged between the ancient Asian dance-theatre traditions, the 
European avant-garde theatre movement, and contemporary pop culture, where sound, light, 
movement and spectacle communicate meaning and experience. This fusion of old and new 
gives Zen Zen Zo its unique appeal, and an audience base that spans several generations. 
Zen Zen Zo believes in a theatre of contact, in which the relationship between the actors and 
the audience is at once intimate and shocking, compelling and confrontational, ritualistic and 
profane.

Methodology

The company has developed a strong methodology that draws on many traditions in world 
theatre, primarily from the Artistic Directors’ years spent living in Japan. 

The Suzuki Method of Actor Training, Butoh Dance Theatre and The Viewpoints are the core 
training systems that enable the Zen Zen Zo actors to explore the craft of acting.

Actor Training

The Physical Actor Training classes are designed speci1cally to equip actors for high energy, 
physical performance and develop a powerful stage presence.  The primary inspiration for this 
training has come from the Suzuki Method of Actor Training (Suzuki Company of Toga, Japan) 
and the Viewpoints (SITI, New York). The result is a process that cultivates the performer’s 
physical energy, vocal quality and range, concentration, ensemble awareness and imagination.

Physical Theatre

Physical Actor Training takes the actor out of the realm of daily life movement and habits and 
into a heightened state of physical awareness and expression. 

It suits individuals who enjoy a challenge and want to explore the possibilities of peak 
performance.
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21. DAVID MAMET AND WILLIAM H. MACEY’S PRACTICAL

AESTHETICS

Photo courtesy of Practical Aesthetics Australia (2018)

REPRESENTATIONAL ACTING STYLE

BACKGROUND

Practical Aesthetics is an acting technique originally conceived by David Mamet and William 
H. Macy, based on the teachings of Stanislavsky, Sanford Meisner, and the Ancient Greek Stoic
philosopher Epictetus.

Practical Aesthetics Practitioners and Actors

Renowned practitioners of Practical Aesthetics include: William H Macy, Felicity Huffman, Rose 
Byrne, Jessica Alba, and Clark Gregg.

Vision

This technique is aimed at making the experience of acting entirely based on the will of the 
actor. It is in response to “The Method, “ which some believe uses more introverted and self-
based practices. The Practical Aesthetic asks an actor only to commit his will to the pursuit of 
an action based on the other actor.

Origins

Practical Aesthetics is a response to Stanislavski’s system and the Method Acting that arose 
in America from it. Method acting is a range of training and rehearsal techniques that seek 
to encourage sincere and emotionally expressive performances, as formulated by a number of 
different theatre practitioners, principally in the United States. These techniques are built on 
the Stanislavski’s system, for developing real and believable psychologically motivated action. 
(See Stanislavski). 
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A Practical Handbook for the Actor

The technique of Practical Aesthetics is outlined and explained in ‘A Practical Handbook for 
the Actor’, written by Melissa Bruder and other founding members of the Atlantic Theatre 
Company.  Originally written as an assignment from David Mamet to the six student-authors 
during an early Vermont summer Practical Aesthetics Workshop, the resulting book, published 
by Random House, has sold over 300,000 copies worldwide.  Foreign language translations 
include Chinese, Japanese, Dutch, Turkish and Spanish.

Actor Training

Practical Aesthetics is based on the practice of breaking down a scene using a four-step analysis 
that entails the following:

1) The “Literal”: The essential and most basic description of what is taking place.

2) The “Want”: What does one character ultimately want the other character to say or do.

3) The “Essential Action”: An evocative and relevant description of what the actor wants
within the scene. It is essential to understand that what the character is doing and what
the actor is doing are separate.

4) The “As If”: This relates the “essential action” to the actor’s own life.

For example: “Essential Action” – To retrieve what is rightfully mine. “As If” – It’s as if my 
girlfriend has taken away my favourite album that I was going to give as a gift. I need to 
retrieve it because it is mine.

This step is a memory device, a spark to involve the actor in the scene. It helps the actor escape 
the 1ction, 1nd the truth, and apply it elsewhere.

Truthful Performance

‘All that is under your control as an actor is your intention’ states Mamet in ‘A Practical 
Handbook for the Actor’ (1986). In Practical Aesthetics training actors work on a variety 
of scenes from plays and 1lms, both contemporary and classic. Through scene study, actors 
learn the skills of Script Analysis, Performance Technique, and Moment to Moment work, 
ultimately bringing all these skills together in performance of the material   The technique 
enables the actor to break down a script or set of audition sides, resulting in strong and 
compelling performance choices. Applied habitually, Practical Aesthetics can inspire some of 
most compelling performances imaginable – committed, truthful, and totally spontaneous.
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10
ANSWERS TO TERMINOLOGY AND REVIEW 
QUESTIONS

10.1 Answers to Unit 3

Approach

An inclusive term representing the work of drama practitioners and companies.

Approach can include: 

• Physical Approaches – involve developing characterisation through exploring how a
character moves, looks and sounds. Through creating the external aspects, the inner or
emotional, feeling character is revealed.

• Psychological Approaches – involve getting the actors to explore emotional memory, focus
and concentration exercises and/or collaborative workshopping using emotional stimuli.
In this approach, the feelings of the character inform the movement and vocal choices the
actor makes, which in turn reDects a psychological understanding of behaviour.

Character Value/s

Beliefs and ideas of a character/role which inform choices.

Context

The environment in which a text is responded to or created. Context can include:

• social context – refers to the physical and social setting in which people lived when the
play was written or when it was set

• cultural context – refers to the ideology, traditions and values that surround the time the
play was written or when it was set

• historical context – refers to events that occurred around the time the play was written or
when it was set.

Creative team 

A collective term which refers to Director, Actor, Set Designer, Costume Designer, Lighting 
Designer, Sound Designer

Design language

Principles of Design selected and applied to create/support a design look:

• balance: objects, colours, sound etc., can be symmetrical, providing an impression of
evenness, or asymmetrical, providing an impression of imbalance or discomfort

• contrast: occurs when there is a marked difference between two aspects. This can be used
to focus audience attention or used as a symbol; for example, use of contrasting light and
dark colours in design or contrasting volume in sound

• emphasis: bringing the audience’s attention to something by making it bigger, stronger,
louder, brighter or clearer

• repetition: the selection of elements to be featured more than once in a performance

• scale/proportion: the relationship between the size of objects, presented on stage.
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Elements of Design selected and used to demonstrate the chosen Principle of Design:

• Costume, set, lighting

• line

• shape

• texture

• colour.

• Sound

• direction

• duration

• tone

• volume.

Director vision

The creation of a clear image as to how a drama will be presented to a particular audience. This 
includes approaches to acting and design. It may also include an attempt to 1nd a new approach 
that emphasises different aspects of a text or reDects a particular message.

Drama conventions

Speci1c ways of realising a performance for an audience, according to forms and styles.

Drama interpretation

Realisation of a text with identi1able qualities informed by either playwright and/or director 
and/or approach.

Drama process

Ways of preparing for, workshopping, rehearsing and making drama.

Dramatic meaning

Intended understanding of the drama.

Elements of drama

Drama is created and shaped by the elements of drama that, for the Drama ATAR course, are 
listed as: character, role, relationships, situation, voice, movement, focus, tension, space, time, 
language, symbol, audience, mood and atmosphere.

• character: has de1ned personal traits and/or journey. Sometimes referred to as a rounded
character

• role: represents a concept, persona, stereotype, or dominant trait that lacks depth or a
backstory. Sometimes referred to as a Dat character

• relationships: refers to the qualities of a connection such as character/character and actor/
audience

• situation: the circumstances in which a character/role is presented

• voice: aspects include –

• articulation: precision used in the formation of sounds and speech

• accent: a distinctive way of pronouncing language
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• emphasis: use of stresses in the delivery of dialogue

• inDection: variation of the pitch and tone, where the voice rises and falls

• pace: speed with which dialogue is delivered

• pause: break in the delivery of dialogue

• pitch: qualities of the voice making it sound higher or lower

• projection: strength or control used to convey dialogue, appropriate to performance
space, which may include changes in volume

• tone: emotional qualities to convey meaning and subtext

• silence: extended break in vocal delivery

• movement: aspects include –

• energy: effort and commitment used in the creation of movement

• facial expressions: use of the face, including eyes and eyebrows, mouth, jaw and head
position

• gait: manner in which an actor walks and moves in the space

• gesture: involves body movements such as indicating, waving and beckoning

• posture: position of the body and shape of the spine

• proxemics: actor’s use of distance in the space to convey relationships

• stillness: extended break of movement

• pace: variation of the tempo and rhythm of movement

• weight: adjustment of body to convey lightness and/or heaviness of effort

• focus: where attention is directed

• tension: sense of anticipation or conDict which drives the drama

• space: the place where dramatic action is situated, whether it be physical, 1ctional or
emotional

• time: the 1ctional time in the narrative or the setting; timing of one moment to the next,
such as linear and non-linear

• language: use of spoken or written words that communicate ideas, feelings and contexts

• symbol: association/s made when something is used to represent something else to reinforce
or extend dramatic meaning

• audience: individuals or groups who experience drama

• mood: emotional state intended by the text, director and/or other members of the creative
team

• atmosphere: the impact of a drama performance felt by an audience.

Form

The way in which the text is written. Form can be broadly categorised as either Realism or 
Non-realism. If a text deals with non-stereotyped characters in real situations, with a linear 
narrative structure, its form is Realism. If a text deals with characters who demonstrate features 
which deviate from accepted daily routines such as breaking into song, addressing the audience 
and/or has a non-linear narrative, its form is Non-realism. 

Realism can include Naturalism.

Non-realism can be sub-categorised into various genres such as Absurdism, Commedia dell’arte, 
Elizabethan, Epic, Greek Theatre, Magic Realism and Musical Theatre.
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Multimedia

Selected use of different media which may include projected images, 1lm, interactive content and 
animations.

Point of view

A collection of perspectives, lenses or frames through which drama can be explored and 
interpreted.

Style

The way in which drama is performed. 

The two styles are Representational and Presentational. A combination of these two styles can 
be applied in performance and/or production:

• Representational

• Representational performance demonstrates realistic characters.

• Representational production conveys a realistic setting.

• Presentational

• Presentational performance demonstrates aspects of character and/or non-realist
characters.

• Presentational production conveys aspects of setting and/or non-realistic setting.

Theatre technologies

Technologies that support a performance, such as lighting, sound, props, costumes, multimedia.

Theatre spaces

A space which has been built for a drama event:

• proscenium arch: frames the stage in traditional theatre spaces

• thrust stage: the audience is seated on three sides of the stage

• end stage: the audience is located only at the front of the stage

• amphitheatre: half or full circular performance space with raised tiered seats

• theatre-in-the-round (arena): involves a central performance space with the audience
surrounding it

• traverse stage: a rectangular area with the audience seated on the two long sides of the
rectangle

• black-box: usually a square room with black walls and Dat Door, with Dexibility of staging
choices

• site-speci1c space: a space that is adapted for performance, but was not originally built
for that purpose. Several site-speci1c spaces may be used to create Promenade theatre: a
performance in which the action takes place in multiple spaces.
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10.2 Answers to Unit 4

ESSAY: COMPARE AND CONTRAST CRITICAL REVIEW 

Once in Royal David’s City, written by Michael Gow and performed by the Black 
Swan Theatre Company at the State Theatre Centre, is a contemporary Australian 
play incorporating both presentational and representational styles. It follows 
the life and experience of Will Drummond – “a Brecht-obsessed theatre director”. 
Endgame, written by Samuel Beckett, and also performed by the Black Swan 
Theatre Company in 2017, is an archetypal absurdist one-act play considered to be 
one of Beckett’s greatest works. First performed in 1957, Endgame’s protagonists 
are stuck in monotonous routine and static lives while they wait for death, an 
ultimate escape. The 2017 version, directed by Andrew Ross, who relocates Endgame 
to the Australian outback, brings this tragicomedy to life. This reinterpretation of 
the script from the beginning to the end of the play, emphasised the alienation, 
meaningless, futility and nothingness of the inner and outer landscape. The 
minimalist actions, dialogue and conversation, use of monosyllabic words, use of 
terms that denote -nishing, death and end all are the salient features of absurdity. 

Some of the key ideas explored throughout the performance of Once in Royal 
David’s City are veracities of family, sickness, mortality and the inevitable 
crossover from life to death. The main protagonist, Will Drummond, is caught up 
in a series of events culminating in the loss of his aged mother. These ideas are also 
re0ected in some of the major themes explored in Samuel Beckett’s play Endgame, 
such as ‘the end game’ of our lives, meaning/lessness, and isolation.

HAMM What’s he doing?

(Clov raises lid of Nagg’s bin, stoops, looks into it. Pause.)  

CLOV  He’s crying.

(He closes the lid, straightens up.)

HAMM Then he’s living. (1.629-630)

In Endgame the long pauses in between poignant dialogue, the short rat-a-tat-tat 
of snappy exchanges, and the lilted verse are some of the many verbal techniques 
used to enhance the production. The pace and energy of their physical performances 
was remarkable considering the stasis of three of the four-person cast who literally 
cannot walk (Hamm is unable to stand and his parents live in two large drums).  
The vast empty space echoes the isolation and emptiness of the character’s ‘end-
game’. The majority of the verbal communication is the sometimes hilarious, 
mostly tedious bickering between Hamm (a cranky old man played by Geoff 
Kelso) and Clov (Hamm’s long-suffering servant, Kelton Pell). Hamm begs for 
Clov to kill him; Clov declines. 

Once in Royal David’s City combines Epic presentational theatrical techniques 
such as tap-dancing skateboard-riding cabaret with believable psychologically-
motivated intimate performances. A co-production from Black Swan State Theatre 
Company and Queensland Theatre, OIRDC follows the protagonist Will (Jason 
Klarwein), a theatre director with a penchant for Bertolt Brecht as he comes to terms 
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with his mother’s terminal illness. Creating an atmosphere of familial intimacy 
between the characters and the audience, Michael Gow’s writing has been long 
celebrated in the world of Australian theatre. Set in the lead up to Christmas, the 
production uses the episodic structure and devices of Brecht’s epic theatre.

Will discusses Brecht and his work, and as the play progresses we see exemplars 
of epic theatre form and style played out on stage. Scenes are often played out 
in episodic vignettes, actors move constantly between roles, and set changes 
are accomplished by the performers. An example of Epic theatre is Matt Scott’s 
lighting design, conspicuous on the rig, moving between the stark white lighting 
of the hospital ward to the backlit shadow-play of a Marxist revolution. 

Penny Everingham’s portrayal of Will’s terminally ill mother is entirely believable, 
as she creeps inextricably towards death. Facial expression and posture conveyed the 
severity of the situation and built upon the serious and bleak mood. Adam Booth’s 
awkward fumbling and stuttering doctor offers both humour and empathy, and 
in one of the -nal scenes of the performance, where Will describes how problem 
with Brecht – that people misinterpret the ‘the alienation effect’. He notes that 
theatre should make you think, and laugh, and feel. 

Endgame by Samuel Beckett explores existential themes relating to morality and 
suffering. The lack of communication between characters shows the audience that 
authentic communication between the characters is non-existent. However, the use 
of exaggerated gestures and facial expressions were signi-cant in the conveyance 
of the comedic elements of the performance. 

 A key moment in Once in Royal David’s City that provokes re0ection and creates 
and tense mood and atmosphere is when Will has the realisation that his mother 
has actually passed away. This has been effective as the relationship throughout 
the rest of the play had been built up and developed, then when she dies there is a 
sad and re0ective vibe to the mood of the performance. Endgame follows the bland 
life of Hamm, ‘a blind and cantankerous master,’ and Clov, ‘his long suffering 
servant son who cannot sit.’ The relationship between Hamm and Clov is strained 
and Hamm is more of a dictator over Clov. Clov realises this and struggles to gain 
his rightful respect, this creates an imbalance in the relationship and tensions 
between the couple begin to rise. This relationship is the key feature to this play 
and creates a bleak mood. When Nell, Hamm’s mother passes away it creates a 
situation of devastation, which turns into anger and frustration towards Clov. 
This relationship re0ects existential themes such as the absurd and precarious 
nature of life and death. 

In conclusion both Endgame and Once in Royal David’s City are plays that explore 
the nature of life and our inevitable death in both (at times) comic and profoundly 
thought provoking ways. Through the use of relationships, verbal techniques and 
non-verbal physicality and movement, we can see these themes illuminated 
throughout by an excellent cast in Black Swan Theatre Company’s productions of 
both texts at the State Theatre Centre.  
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11 EXAM ANSWERS

EXAM SECTION 1 ANSWERS

Question 1: Actor 

You are an actor in a production of this drama text. 

(a) Outline how you will use two psychological approaches to develop your chosen character.

(b) Describe, using supporting annotated diagrams, how you would use sound and silence and
stillness and movement to create dramatic tension in Scene One:

Psychological 
approaches to 
rehearsing

Psychology is the study of human behaviour and drama involves the 
performance of human behaviour. Psychological approaches to rehearsing 
could involve getting the actors to explore emotional memory, focus 
and concentration exercises and/or collaborative workshopping using 
emotional stimuli. In this approach, the feelings of the character inform 
the movement and vocal choices the actor makes which in turn reDects a 
psychological understanding of human behaviour.

Notes:

1. Uta Hagen’s Questions activity

In this rehearsal technique I would work with the actor playing Marguerite to 
improvise Act 1 Scene One where all the lines are questions.

Once we have done this we would ask each other questions at any given point 
in the scene. Like, why are you running, Marguerite. This activity helps us to 
develop realistic and believable motivated action.

So when she says, “I really enjoy your lectures, Professor.” I would ask, “Why? 

“Is it because of my astute political observations, or because you -nd me 
attractive?”

Likewise, when I say, “Sorry, Miss Lee, we have a lock down drill in 5 minutes. 
She might ask me, “What is the purpose of all of these drills?” and I reply, “It is 
part of America’s hyper surveillance of its citizens post 9/11.” This activity helps 
us explore the text and its ideas in more detail.

2. Stella Adler’s Backwards Scene activity

In this activity we take a line of dialogue and create a scene from that line.
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Then we recreate the scene backwards. This pushes actors to think on their feet 
and to understand the dialogue and themes better.

So for example, in Act I Scene One ‘The Man’ states, “If all nations as you say, 
are ultimately undone by the myths that found them, what will be the fate of 
America?”

We could then do a scene which focuses on the myth of American superiority 
and the American Dream. This would help us to explore not only our characters’ 
attitudes to America and its myths, but also the themes of the play itself.
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Question 2: Set designer (20 marks)

You are a set designer for a production of this drama text. 

(a) Explain your interpretation of two cultural contexts of the play. Support your response
with direct reference to the drama text.

Notes:

Context One: Myth of American Superiority

In this scene Talbot is comparing America to Nazi Germany in that the Germans 
in Hitler’s reign supreme value was their Aryan superiority.

If the racial purity of the superior Aryan was the supreme value, then the Nazi 
supermen had no choice but to exterminate the Jews or become degenerate and be 
exterminated in their turn.” (line 14).

Talbot is saying that if Nazis are following this faulty logic of their own 
superiority which led to the holocaust, then America’s myth of its own superiority 
will be equally disastrous.
Context Two: Surveillance

Talbot states that he would like to discuss Marguerite’s essay but that there’s a 
“lockdown drill in -ve minutes” and “Just then an ominous-sounding alarm 
sounds as a voice over directs students, “immediately to their muster points. This 
is a lockdown.” This is a reaction to post-9/11 terrorism scare that has America on 
permanent high alert. The Man is watching Talbot continually, just as American 
hyper-surveillance is continually watching its citizens.
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(b) Explain how you will highlight the two cultural contexts in you set design. Support your
response with direct reference to the drama text.

Context One: Myth of Nazi/US supremacy

Sewell’s stage directions state that Talbot is addressing his students in a 
lecture theatre with a series of slides and theat a US Flag is illuminated during 
the lecture. Also, the Nazi swastika is illuminated over the 0ag at the end of 
the section. I would place Talbot CS downstage with a lectern and the theatre 
audience become his student audience. The actors could be placed in the audience 
to reply to his comments. TV screens (3) behind Talbot and on the wings SL 
and SR would have the images projected onto them. I would project images of 
Nazis, Eichmann, Himler etc. and the mythic hobgoblins of Nazi supremacy 
i.e. propaganda cartoons. Also images that are iconic of the Second World War
such as concentration camps, Russian tanks rolling in to Berlin and Hitler’s
bunker. The US 0ag would be oversized and hanging from the 0y system in the
lighting rig below the ceiling.
Context Two: Surveillance

To heighten the context of hyper-surveillance post 9/11 America I would have 
security cameras DSL and DSR pointing at the audience and continually 
moving left to right and back. As the audience enter the auditorium I would 
place mock metal-detectors at either entrance that made random beeps. The ushers 
would be dressed as security guards. As they check people’s tickets they could 
talk randomly into ear-pieces to create an atmosphere of high alert and hyper-
surveillance and unnecessary security. 

The security drill and air-raid sirens combined with spot-lights rotating would 
add to the ominous mood and atmosphere.
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(c) Provide a diagram, with appropriate annotations to support each explanation given in
part (b).
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Question 3: Lighting Designer (20 marks)

You are a lighting designer for a production of this drama text. 

(a) Explain how you will use two elements of drama in your lighting design for the play.
Support your response with direct reference to the drama text.

Element One: Mood and Atmosphere

The mood for the formal lecture section of the play is formal and serious so a 
white spot on Talbot DSC would be the focus. As the atmosphere intensi-es so 
would the lighting. As Talbot mentions Nazi death camps and the holocaust 
and the images are projected onto the TV screens on the cyclorama the lighting 
would cross fade from pure white to red.

As the tension grows with the introduction of the man and then the sirens/
alarms the lighting could be a read wash followed by swirling follow-spot for 
air-raid siren. This lighting highlights the ominous mood and atmosphere of 
fear, terrorism and hyper-surveillance.
Element Two: Symbol and Metaphor

The themes of Myth (of US supremacy) and Propaganda (that 9/11 justi-es 
the US torturing detainees and monitoring its own citizens) have a number of 
symbols that I, as a lighting designer will highlight.

These include:

US 0ag – symbol of US supremacy and the American Dream.

Swastika – a symbol of Nazi Germany

Guns and tanks – symbol of war

Jewish boy in holocaust – symbol of Nazi extermination of the Jews in WWII.

A downlight would emphasise the US 0ag suspended from the 0y system in the 
lighting rig. The swastika would be projected over the US 0ag by way of a gobo.

The projected images of guns, tanks and the Jewish boy on the TV screens SL, 
USC, and SR would be accent lit from below also. A yellow/white hue would 
cross-fade to red as the images and symbols progressed.
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(b) Explain how you will use lighting design to highlight the mood in a signi1cant scene in the
play. Use annotated diagrams to support your ideas.

Lighting cue run sheet

Cue 
No.

Cue Point Fade 
Time

Stage Notes Description

1 Talbot Up 5 Talbot “So that what you 
really have…”

Talbot lecture begins DSC

2 Talbot & 
Screens

Down 5 “organized killing 
machine”

TV Screen projections: guns, 
tanks, Nazi’s, Jewish boy and 
gun.

Swastika on US Flag

3 audience Up 3 First Voice: “What’s the 
point?”

Audience downlit 

4 The Man Up 3 Man: I have a question, 
Professor…

Cross-fade red

5 Marguerite Down 3 Marguerite: Professor, I 
wonder if I could see you…

Red down, white up.

6 Alarm/
sirens

Down 2 Voice over, “This is a drill…” Followspot swirling, sirens, 
alarms, air-raid

7 DBO DBO
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EXAM SECTION 2 ANSWERS

Question 1: As an actor, you are focusing on voice, movement, form and style.

• Critically analyse the form and style of each set text.

• Discuss the choices about voice and movement you could make to perform a signi1cant
character from each set text.

• Consider how you could apply these elements of form and style to one signi1cant moment
in each set text.

Make detailed reference, including quotations, to your set text to support your answer.  Answer 
the question in the role speci1ed.

As an actor in a production of Ruby Moon and Beautiful Burnout I will be 
focusing on voice, movement, form and style. Ruby Moon, by Matt Cameron, is 
an Australian play (2003) written for one male and one female actor to play all 
of the eight roles. As the male actor, the main character I play is Ray Moon, and 
the minor characters are: Sid Craven (the clown), Sonny Jim (the soldier) and 
Carl Ogle (the inventor). Ruby Moon is presentational in performance style and 
it uses an eclectic intermingling of historical styles including absurdism, epic 
theatre and surrealism. The form is contemporary drama. The setting is ‘Flaming 
Tree Grove’, a “timeless, placeless world” (p.1) in Australian 21st century suburbia. 
The play is episodic in structure (much like a Brechtian drama) with a prologue, 
ten scenes and an epilogue. The themes include urban isolation and fear and the 
main motif is the ‘little lost child’. As the director has instructed us to remain true 
to the original form and style of the play, we are aiming to make our performance 
of Ruby Moon much like a David Lynch -lm. 

Beautiful Burnout (2010), written by Bryony Lavery and devised by Frantic 
Assembly and the National Theatre of Scotland, is a contemporary play that is 
also presentational in performance style. The form is physical theatre. Set in a 
boxing ring in a theatre in the round space the play is a high energy, very visceral 
and physical theatre production. Frantic Assembly’s style is energetic dance 
theatre that takes a creative, collaborative approach to theatre-making that focuses 
on telling the stories of minority groups such as disenfranchised young men. As 
a lead male actor I am playing Bobby Burgess, the Scottish gym boxing trainer.

Ruby Moon is a twisted fairy-tale. It is utterly presentational in style, in a 
manner which is reminiscent of Artaud’s theatre of cruelty. A little girl, Ruby 
Moon, sets off to visit her grandma, much like Little Red Riding Hood, however, 
she never returns. Matt Cameron has used a variety of styles of theatre to show the 
darker side of our ‘idyllic, picture perfect’ (p.1) Australian suburbia. For example, 
the structure of the play is similar to Brecht’s epic theatre in that it is episodic. 
The prologue forms the exposition of the play, which is followed by 10 scenes 
(or episodes) which are complete in themselves, and the epilogue forms a sort of 
‘conclusion’ to the drama. However, the play is also absurdist, in that the end of the 
play merely returns us to the beginning – and nothing is resolved. The characters 
repeat the drama day after day – each cycle ending where it began in meaningless 
repetition. In fact, at the end of Ruby Moon, the audience is left wondering if there 
ever was a little girl. 
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Beautiful Burnout’s historical style is a 21st Century physical theatre approach 
where energy and movement combined with choreographed dancing-boxing scenes 
keep a frantic pace throughout the production. The theatre in the round square space 
forms the boxing ring and the small area at the back of it is completely covered 
in TV data screens for the projections and the announcements. Frantic assembly 
performance style focuses on energy and collaboration in their physically 
dynamic productions. Director and choreographer Scott Graham is one of the 21st 
century’s leading contemporary theatre practitioners.

Ruby Moon is also quite surreal in style, especially in its use of staging, sound 
and lighting. In the prologue the setting is described as a ‘timeless placeless world’. 
Upstage is a ‘blood-red velvet curtain and scrim, allowing objects to appear and 
disappear with light. There is also a street lamp and the bare branches of blackened 
trees pointing like gnarled -ngers through a vivid night sky. A full moon 
hovers’. The sound of a distorted music-box version of ‘Greensleeves’ crackles in 
the background. My character, Ray Moon sits motionless, staring at an empty 
rocking horse while thunder rumbles and rain falls in the background, and the 
ghostly whisper of Ruby Moon is heard, “It begins like a fairy tale…” (p.1). As 
you can see, this is very ‘unreal’, even surreal as far as style is concerned.

Beautiful Burnout captures the sights, sounds and smells of a boxing gym. 
The production is a sensory overload and as an actor I need to capture this in 
my physicality and rough-earthy middle aged Scottish accent. As a member 
of the cast I must train vigorously in boxing and circuit workouts to make my 
performance as a boxing trainer believable. When Cameron Burns gets brain 
damage from boxing, as his coach, I feel complicit in his demise, and this is the 
turning point for my character. For the -rst ¾ of the play I am all energy and 
drive, but at this turning point I become more kind.

As an actor performing the male roles in Ruby Moon, the presentational style 
of the play informs my decisions about my characters’ verbal and non-verbal 
communication. To give some example of this I will discuss the two characters I play 
in Scenes One, Two and Three, where I transform from Ray Moon in Scene One 
and Two, into Sid in Scene Three. Firstly I will discuss my verbal communication 
as Ray and the transformation into Sid. In Scene One I play the stereotypical 
Australian male ‘concerned parent’. Thus I want to appear strong and in control, 
yet vulnerable in that my daughter has been taken away from me and I am unable 
to deal with my feelings. My voice, therefore would be deep in tone, with enough 
in0ection to not sound too monotone, but not enough to sound animated. I would 
speak slowly and project my voice. My accent would be middle-class Australian 
as I envisage him living in one of those middle-class walled suburbs. He is around 
40 years old. When I am talking to the crazy old lady, Dulcie, I would try to 
sound as if I were threatened by her, because I feel guilty that I haven’t been able 
to protect my daughter. Consequently my tone would sound slightly angry as 
if I am justifying my actions, “It’s not like we sent her off into the dark woods, 
Dulcie. Ruby often walked down to the grandma’s. She only lived at the end of the 
cul-de-sac.” (Scene One, p.10).

In Scene Three I transform from Ray Moon into Sid Craven (the clown). Sid 
is a parody of a clown, much like Crusty the Clown from The Simpsons. In the 
playwright’s note, Matt Cameron states that the actors ‘need not make wholesale 
changes in costume, hair and make-up. Rather they adjust simply and swiftly 
from the base attire worn by the characters of Ray and Sylvie and use props, coats 
and hats along with body, voice and perhaps accents to create each new character’. 
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Thus, in addition to quickly putting on a skull cap/wig and blood-stained singlet 
under suspenders (p.150, I would change my voice from ‘concerned Australian 
male parent’ to ‘ridiculous yobbo-clown’. My voice would be screechy and nasal, 
and higher in pitch than Ray’s. I would use a very Aussie-bogan accent to make it 
even more silly. Sid also imitates the voices of Sylvie, Ray, a radio voice, a police 
car siren, a detective and a police dog. The voices are all cartoon-like (p.19) and 
exaggerated, but still including the base voice of the screechy Aussie clown. Thus 
the character remains presentational, alienating the audience from identifying 
with any of the characters.

Non-verbally, in scenes two and three, as Ray I would adopt a ‘strong in-control 
man’ pose. Thus my shoulders would be back, I would stand with my legs apart 
and my arms crossed over my chest. My eyebrows would be knit with concern and 
I would rub the stubble on my chin as an idiosyncratic gesture. My walk would 
be like Laban’s punch – direct and sustained. When I transform into Sid, my 
movements would be more jerky. My posture would be hunched, and I would adopt 
a ridiculous walk, much like Basil on Faulty Towers, depending upon who I was 
imitating at the time. I would really throw my body around when being a police 
siren or a dog, in true commedia dell’ arte fashion (like Jim Carey in Ace Ventura 
Pet Detective). For example, when I am Sid imitating the detective interrogating 
my victim I would throw my head from left to right when saying, “Blah blah blah 
blah blah blah pervert!” (p.18) and when I am the victim being dragged away I 
would throw myself around with my hands behind my back in a very exaggerated 
manner like a -sh 0opping around out of water – totally unrealistic. Not only 
does this interpretation of my two characters conform to the presentational form 
of the play, but it also contributes to the absurdist nature of Ruby Moon. Sid is a 
completely absurd character – a clown, and Ray is absurd in that he is merely a 
stereotype, a parody of a concerned parent.

As we can see, my interpretation of the characters Ray and Sid, from Ruby Moon 
and Bobb from Beautiful Burnout ful-ls the director’s vision of the production as 
being true to the original form and style of the play in that they are presentational 
in form and absurdist/surreal in style. My verbal and non-verbal communication 
for both characters borders on parody and my transformation between the two 
takes place in front of the audience in true Brechtian style. 
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SAMPLE ANSWER – SET DESIGNER

Question 2:

As a set designer you are focusing on how you will enhance the audience’s experience of the 
performance space by manipulating the elements of drama.

• Outline the overall impact you want to have on the audience for each set text. (6 marks)

• Discuss how you would use two of the available technologies, to realise the given
circumstances of the set texts as a whole. (10 marks)

• With close reference to one scene or section, critically analyse, using annotated diagrams,
how you would use your chosen available technologies through a focus on manipulating
the elements of drama to enhance the audience’s experience of the space of performance.
(10 marks)

Introduction:

As the set designer for Ruby Moon by Matt Cameron and God of Carnage by 
Yasmin Reza, it is my role to design all the visual elements of a performance. 
As a set designer I will be working together with the director to enhance the 
audience’s experience of the theatre space by manipulating the elements of drama 
through the visual aspects or “look” of the productions – which includes scenery 
or sets, lighting, and costumes, and projections. The elements of drama are role 
and character, situation, voice, movement, space and time, language and texts, 
symbol and metaphor, mood and atmosphere, audience and dramatic tension, 
according to particular conventions. Ruby Moon uses the conventions of absurdist 
and surrealist theatre, utilising presentational style of scenography and both 
presentational and representational acting styles. God of Carnage is hyper-realist 
in acting style, however, as far scenography is concerned it has an absurdist edge 
in the set design to highlight the irrationality of suburban life and the decline 
of western civilisation. Ruby Moon is an Australian play written in 2007 that 
combines the elements of absurdism, gothic horror, and fairy tales with the 
paranoia of suburban myths as well as drawing upon from real-life headlines 
about missing children. God of Carnage (2006) was originally written in French 
holds the mirror up to bourgeois hypocrisy. Reza trained in Lecoq’s drama school 
and this can be seen in the ‘realism morphing into absurdity’ performance style.

• Outline the impact on the audience that you, as the set designer want to have.

As a set designer, I want to create s surreal and nightmarish atmosphere for 
Ruby Moon to enhance the absurdist aspects of the play. The story revolves around 
Sylvie and Ray Moon, a couple from the -ctional town of Flaming Tree Grove, 
who are struggling to come to terms with the mysterious disappearance of their 
young daughter, Ruby, who left to visit her Grandma and never came back. The 
case has long gone cold, and they’re almost ready to give up hope, until the arm 
of Ruby’s doll turns up in their letter box. Desperate for answers, they go up and 
down the street and interview their neighbours about the incident. I want Flaming 
Tree Grove to resemble a Dali surrealist painting with the houses being all out of 
proportion and very bright garish colours and textures. The cul-de-sac is symbolic 
of the cyclical never-ending plot of the play and I want it to look as though it 
repeats itself monotonously. The Ruby doll I would also make out of proportion 
with a freakishly big head (like a Bratz doll) but also clown-like but evil. She 
would be wearing a red and white polka-dot dress.
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As for God of Carnage, the set remains the same throughout the 90 minute 
production and the action takes place in the lounge room of the Michael and 
Veronica, a wealthy couple. The lounge room will look like the latest fashioned 
Parisian apartment with wooden 0oors, and leather furniture, however, this will be 
suspended in a sea of garbage bags to represent the moral failure and hypocrisy 
that lies at the heart of the play itself. In the introduction to the play Reza states, 
“A living room. No realism. Nothing super0uous.” And that, “in the centre, a 
coffee table, covered with art books. Two big bunches of tulips in vases.”

Ray and Sylvie Moon encounter many eccentric characters, including a bible-
thumping old woman, an ex-soldier who still lives with his mother, Ruby’s creepy 
babysitter and even a mad scientist. As any one of them could be responsible for 
the abduction I want the costumes to be exaggerated and the makeup like a horror-
-lm. The lighting would enhance the nightmarish quality of the production using 
lots of red 0oods and fresnels and fog. I want Ray and Sylvie to be haunted by 
their missing child and to descend further into a nightmarish world throughout 
the production, where the boundaries between the real and imaginary become 
increasingly blurred. Using sound technology I would include creepy music 
such as the song ‘Greensleeves’ and SFX such as doors slamming, thunder and 
lightning, to enhance the surreal atmosphere. When Sylvie reenacts her daughters 
return as Ruby I want the audience to be left wondering if they will ever get over 
not knowing what happened to their missing child, and even to question whether 
or not she ever existed. In essence, I want the scenography to create an atmosphere 
of a dark and creepy fairy-tale, like The Brothers Grim, or like the movie Pan’s 
Labyrinth.

• Discuss how you would use the available technologies to realise the given
circumstances of the set text as a whole.

As a set designer I would use the available technologies of lighting, sound, audio-
visual technologies and staging equipment to realise the given circumstances of 
Ruby Moon. The given circumstances – a term coined by Russian drama theorist 
Constantin Stanislavski – refers to the clues in what the characters say, or is 
said about them, the stage directions, the physical clues and cues, and subtext. 
Basically, everything the text tells you about the play and how it should be 
interpreted. The setting is described as:

‘a timeless, placeless world featuring an armchair, standing lamp, rocking horse, 
gramophone, telephone, answering machine and coat stand with various garments. 
The furnishings are antique in a room evoking dust-covered memory. Upstage is 
a blood-red velvet curtain and scrim, allowing objects to ‘appear’ and ‘disappear’ 
with light. There is also a street lamp and the bare branches of blackened trees 
pointing like gnarled -ngers through a vivid night sky. A full moon hovers.’

Therefore, I would design the stage so that DSL is Ray and Sylvie Moon’s house 
with all of the properties such as armchair, lamp, rocking chair, horse etc (see above) 
are placed in a ‘lounge room’ style position with an antique rug marking out the 
parameters of the ‘house’. I would have the red velvet curtain USC and the scrim 
USR. Veronica Vale – the singer, would enter through a slit in the curtain and 
sit on a stool just in front of it. The other characters would appear DSR near the 
street lamp and blackened trees. As all of the characters are played by two actors 
(Sylvie/Dulcie/Veronica/Dawn and Ray/Sid/Sonny/Carl) the coat stand in 
Ray and Sylvie’s house would have all of the costumes needed for each character 
so that the actors could transition into each character by picking up the costume 
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from the stand and move to their ‘house’ DSR. For the ‘backdrop’, USL and USR 
either side of the velvet curtain I would have a suburban landscape painted on 
MDF 0ats. If this was a problem then I would simply project these images onto the 
cyclorama.

In God of Carnage the two ‘civilised’ couples meet in the impressive Parisian 
apartment to sort out a playground -ght: the son of Alan and Annette has 
broken two teeth of the son of their hosts, Michael and Veronica. At -rst, polite 
niceties are observed. Gradually, however, tensions emerge between and among the 
couples. Alan, a cynical lawyer distractedly defending a dubious pharmaceutical 
company on his mobile, annoys his hosts and causes his wife to throw up. 
Meanwhile, Veronica, a moral crusader who has just written a book about Darfur, 
allows her mask to slip and exposes the hollowness of her marriage to Michael, who 
is a cynical nihilist at heart. To match this wealth and cynicism and hollowness 
of the couples I would make the set look very minimalist, beautiful yet cold. The 
couples are completely oblivious to the garbage/carnage that surrounds them. For 
the sound design I would have French carnival, almost absurd circus music as the 
curtain raises, to re0ect the high status, yet hollow souls of the characters.

For the sound design in Ruby Moon in the prologue I would have ‘a distorted music-
box version of ‘Greensleeves’ crackling’ as if coming from an icecream van, as is 
outlined in the prologue stage directions. I would also add thunder and rain and 
‘Ruby’s ghostly whisper’ as is stated in the prologue. This could all be done on 
Garage band on the Mac computer and then controlled in the bio-box through the 
sound board by the lighting controller. Other SFX would include a streetscape 
sound (cars beeping, dogs barking, wind chimes) and a door chime ‘playing the 
tune Kum Bah Yah’ for scene one. In scene two the stage directions state that ‘the 
naïve piano refrain echoes’. I would have a very slow adage such as Tres Gimnopedes 
which is a sad evocative piece that suits the scene where Ray and Sylvie are losing 
their minds about Ruby and their relationship is breaking apart. The piano is heard 
again in scene three along with wind, wood pipes and a wind-chime. In scene -ve 
we meet Veronica Vale –the femme fatale singer- and I would have a track of a 
gramophone playing. Veronica Vale’s music would be very sultry, and sexy music 
from the 1940s, such as Marilyn Monroe singing “Mr President”. I would also have 
the voice over for the telephone message, explosion and gun-re SFX for Sonny Jim 
and Carl the scientist and weird clown music for Sid the Clown.

For lighting of God of Carnage I would use atmospheric lighting such as downlight 
pin spots over the lounge room CS and almost complete black out over the garbage 
surrounding the lounge room so that the audience can only just see it once the 
play begins. As the couples descend into chaos the white was would gradually 
be replace with more red hues to symbolise the violence and thinly veiled hatred 
between and within the couples.

My lighting would generally utilise a lot of red and fog to enhance the absurdist 
surrealist atmosphere of the entire play for Ruby Moon. I would also need white 
washes or 0oods to light up the action in the part of the stage where it is taking 
place. So when Ray and Sylvie are DSL I would have a white/orange wash or 0ood 
on them, and the rest of the stage would be blacked out. When the characters are 
DSR, such as Sonny Jim and Sylvie Moon, I would have a white/orange 0ood on 
them. Veronica Vale would have a spotlight on her as she is a ‘singer’ and Sid the 
Clown would have a colourful chase and a roaming spotlight because he represents 
the ‘crazy clown’ much like Crusty the Clown from The Simpsons. For Sonny Jim 
the soldier’s scene I would use a strobe light to represent war and -ghting. The 
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lighting overall, however, would evoke a nightmarish atmosphere and quality in 
keeping with the absurdist form of the play.

For the visual aspects of Ruby Moon I would have the streetscape projected onto the 
cyclorama of ‘Flaming Tree Grove’ which would be a distorted all out of proportion 
streetscape of houses that were very cartoon-like and all different bright colours, 
but on odd angles. This would be projected mainly USL and USR on either side 
of the velvet curtain. I would also have hand-writing projected onto the cyc in the 
-nal scene with Ruby’s voice and the writing would be in a child’s hand-writing, 
saying the lines she says:

‘She’s not in the room

She’s not outside

Hide from the world

The curtain girl… 

Behind the curtain girl.’ 

All of these technologies would be utilised to have a creepy effect that would further 
enhance the absurdist nightmarish quality of the production. 

• With close reference to one scene or section, critically analyse, using annotated
diagrams, how you would use your chosen available technologies through
a focus on manipulating he elements of drama to enhance the audience’s
experience of the space of performance.

With reference to the section in God of Carnage just after Annette vomits all over 
the Kokoschka and Michael hints that Annette’s son is a ‘snitch’. In this scene 
both couples slowly stop pretending to be civilised and leads to the eventual climax 
where they have an all-out argument which ends in a punching match of their 
own on the couch. 

ANNETTE. You think my son is a snitch?

MICHAEL. I don’t think anything.

ANNETTE. Well, if you don’t think anything, don’t say anything. Stop

making these insinuations.

VERONICA. Let’s stay calm, Annette. Michael and I are making an

effort to be reasonable and moderate …

ANNETTE. Not that moderate.

VERONICA. Oh, really? What do you mean?

ANNETTE. Moderate on the surface.

And later…

MICHAEL. Let me tell you something, I’m up to here with these idiotic

discussions. We tried to be nice, we bought tulips, my wife passed me

off as a liberal, but I can’t keep this bullshit up any more. I am not a

member of polite society. What I am and always have been, is a fucking

Neanderthal.

ALAN. Aren’t we all?

VERONICA. No. No. I’m sorry, we are not all fucking Neanderthals.
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Because this scene is the beginning of the end for ‘civilized’ couples I would start 
to tilt the stage and put a soft yellow/green wash on the garbage that surrounds 
them. The set itself will get messier and messier as she vomits everywhere and they 
eventually shove the phone into the 0owers. This will highlight the descent into 
annihilation.

With regard to scene 5 with Veronica Vale and Ray Moon I would manipulate 
the elements of drama: role and character, situation, voice, movement, space and 
time, language and texts, symbol and metaphor, mood and atmosphere, audience 
and dramatic tension. Veronica Vale would be the actress playing Sylvie Moon, 
however she would appear through the velvet curtain USC with a blonde Marilyn 
Monroe wig on, a red feather-boa, and a microphone. She would be sitting on a 
stool USC singing and then talking to Ray. Below is an image of Veronica Vale:

The red symbolises lust and enhances her femme-fatale character and role. Her 
voice would be sultry and sexy and the mood would be one of a darkened cocktail 
bar at night with fog and red lighting to enhance the sultry atmosphere of the 
scene. The dramatic tension is increased with the audience wondering if Ray will 
succumb to Veronica’s advances by her sexy movements and physicality.

Veronica Vale would appear USC through the velvet curtain and sit on her stool.  
When she says ‘Come for another cup of sugar, Ray?’ she would walk DSC in a 
sexy sultry manner and taking by the collar. Then when she removes her wig 
and takes a drink from his bottle the red sultry lighting and the music would be 
immediately ripped’ off –revealing white lighting and no sound – as she returns 
to Sylvie Moon. Then as she goes back to the seductress Veronica Vale when he tries 
to seduce her: “Should we turn off the light?” I would put the red lights back on but 
not the music, which would enhance the dramatic tension because we see that Ray 
is desperate for some affection from his wife but she is unavailable to him because 
of her grief.

The mood and atmosphere should change during this scene from the sexy bar of 
Veronica Vale to the sad relationship between two grieving parents, Sylvie and 
Ray, and this can be achieved through the use of the lighting, sound and costumes 
as described above. This will portray the elements of drama – role and character, 
situation, voice, movement, space and time, language and texts, symbol and 
metaphor, mood and atmosphere, audience and dramatic tension, in an absurdist 
form and presentational manner.

CONCLUSION

As the set designer for Ruby Moon by Matt Cameron and God of Carnage by 
Yasmina Reza it is my role to design all the visual elements of the performance. 
As a set designer I will be working together with the director to enhance the 
audience’s experience of the theatre space by manipulating the elements of drama 
through the visual aspects or “look” of the production – which includes scenery 
or sets, lighting, and costumes, and projections. The elements of drama are role 
and character, situation, voice, movement, space and time, language and texts, 
symbol and metaphor, mood and atmosphere, audience and dramatic tension, 
according to particular conventions. Ruby Moon and God of Carnage use some of 
the conventions of absurdist theatre, utilising presentational style of scenography 
and both presentational and representational acting styles. Ruby Moon is an 
Australian play written in 2007 that combines the elements of absurdism, gothic 
horror, and fairy tales with the paranoia of suburban myths as well as drawing 
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upon from real-life headlines about missing children. God of Carnage by French 
playwright, Yasmina Reza is a contemporary farce where the comedy highlights 
the absurdity and hypocrisy of social relationships in ‘civilized’ western society.
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