ACTOR’S STUDIO II
KONSTANTIN STANISLAVSKY






BACKGROUND
Russian  actor-director-teacher

(1863 - 1938)
Founded the Moscow Art Theatre in 1897

His approached was interpreted in the United States as the “Method” approach which began in New York at the Actors Studio and has been mistaken for the original system.

American spelling of Stan’s name:  Constantine Stanislavski

Stan’s viewpoints on ......
acting:  learn the value of discipline, of arriving on time and rehearsing with concentration and focus

directing:  learn that each actor has an important function in the overall scheme of the play...paint character in  more than black and white colors...”When you play an evil man, look to see where he is good.  When you play an old man, look to see where he is young.”

teaching:  although external acting does not lend itself to a style of acting, “it helps prepare the soil for it”....there is “an unbreakable bond between the psychological and psychical nature”

THE SYSTEM
FOCUS:  REALISTIC AND TRUTHFUL ACTING THROUGH PSYCHO-PHYSICAL ACTIONS

Based on a profound belief that “movement and thought are inseparable”

The System is meant to occupy the mind, motivate the will and release the emotional life of the actor.  The mind is the easiest approached while the emotions are the most fickle.

Does not promise to make you a great actor; but is meant:

STEP 1:   RELAXATION 




STEP 2:  CONCENTRATION 



STEP 3:   GIVEN CIRCUMSTANCES

STEP 4:  ACTION
The System promises this: 

 If you use your imagination to enter, with belief, imaginary circumstances of the play, and if you follow the correct objectives and actions through the play’s length, then the proper emotions will follow you and inspiration will more likely come.

STEP 1:  RELAXATION
Tension is our greatest enemy.  It pinches the voice, stiffens the muscles, shortens the breath and blocks the mind.  Therefore, tension causes you not to move, speak or think.  

Note:  total elimination of tension is not the goal... cannot perform without energy....what we aim for is the reduction of unnecessary strain, which leaves the channels of emotional expression open.  

Must be aware of tension on and off stage.  On stage = Dual Role;  actor and the character

TECHNIQUES

opposite tension


-  tense every muscle and then release = relief


-  tense right side of body, left is relaxed...although tension creeps over to left = if not 



conscious of tension it can take over the body


-  stand straight, with only tension necessary to keep up upright...drop head and bend forward slowly and feel 
every vertebra and slowly come up again feeling every vertebra = less tension overall in 
body

breathing exercises

STEP 2:  CONCENTRATION

Concentration is not a frozen thing, but requires an alive and active mind....when we concentrate 
on something, we are doing something:  assessing, judging, weighing and reacting......it is not a  physical change or a look of concentration:   furrowing our brows and tensing our jaw

Actors must be trained to force their attention onto the stage and its reality, not on something  else.....otherwise it draws the actor away form his true purpose.

The distraction of the audience disappears when your mind is occupied with something else.

TECHNIQUES

Circle of Attention


-  a constant shifting of attention 


-  direct the actor to do something; tie his show; and put on a mask = actor’s attention is 



focused on the shoe, not the mask


-  put  the mask on the floor and another object further away; ask actor to study mask; size, 


shape appearance, etc.  ;  ask if actor was aware of the other object = NO, they 
have forgotten about it = you 
have been absorbed by the closet object.

Object of Attention


-  if ever without a proper Object of  Attention = empty on stage 


-  emptiness is filled up with either dead moments of clichéd ones


-  when unsure of where to look and what to do on stage = focus on the object  (includes 



people)  which is at attention for that moment = less self-conscious and a feeling 
of safety


-  must develop a sense of proportion regarding which points of attention are important and which are less 
so.......this  circle of attention helps you to really “see” the stage and others on it

Public Solitude


-  repeat the relaxation technique as before, reaching high and rolling down, releasing 



tension and feeling the vertebra


-  as you do down, utilize your object  of attention;  place a unique object on the floor and  



use it as the object


-  now you have a goal, a reason for bending down to get a closer look; a feeling is 



released without being told to release one


-  Ask:  did you think about me? no...there is a feeling of being alone when others are 



around =  Public Solitude


-  Public Solitude is a state which helps to keep us from falling into the clichéd behavior we 


think the audience expects

Other exercises


-  study an object for  3 minutes and then describe everything; giving more that just what  we saw but a history to it; 
when we last used it, when first used, and our emotional  associations with it.


-  multiply numbers in your head while others ask you questions and you answer

Sense Recall


-  recall the events of a day using the 5 senses;  waking up this morning


-  recall another part of your  day, the objects and people you see, while using the 5 



senses  ...this time also include your reactions to everything


-  associate sense memories with feelings and judgments = emotional arousal

Imagination


-  Whatever character you play does not truly exist until YOU create it.  That is an act of the 



imagination.  


-  Look at an object.  Imagine that it is an egg and that inside it, is growing a poisonous   serpent.  Imagine that the 
serpent is about to hatch.  Now pick it up.  Do you or  not?  Now imagine that the object  is not an egg and there is 
no serpent.  Instead, imagine that inside the object is your talent and that it will always guide and bless  you.  Now 
will you pick it up?...Truth is, the object is whatever you want it to be.


-  Imagination is limitless and is one of our most powerful tools. It enlivens the mind, the 



will and the emotions.


-  Engaged only by images,  these images allowed your emotions to flow.

Magic IF


-  The word “if” is the key that opens the door to imagination.....”if” gives us permission tobe something other that 
we are

STEP 3:  GIVEN CIRCUMSTANCES

Your imagination, activated by the Magic IF,   is what enables you to enter the imaginary 
circumstances of the play.


-  The playwright only furnishes us with some of the circumstances we need.  These are the  GIVENS.    


-  These are the givens of Hamlet:  33 yrs old, Prince of Denmark, given to study the eternal issues of mankind, 
return home only to discover that your uncle had murdered your father and that your  mother had married that very 
same uncle


-  But there is nothing that tells us about Hamlet’s approach to, or arrival at, the castle.  That is the 

imaginary circumstances that we create.  We cannot change the given circumstances but  we can 

change and experiment with the imaginary ones.


You are not Hamlet.  But IF you were Hamlet, what would it be like?  =  Must understand Hamlet’s 

circumstances. how would you feel?

TECHNIQUES


The key to acting is to apply your inner life to the circumstances of the character.  In this way, you  do not just play 
yourself, you use yourself in the service of the part.


Evoking inner feelings


-  read passage:

You are approaching the castle.  It is dark out and your horse is galloping over muddy ground.  You are being splattered but do not care.  You are desperate to get home for your father’s funeral.  Your father.  To you, he always seemed the very definition of a man.  You always wondered if you could measure up.  The castle looms ahead of you.  It appears to be like a huge coffin inside of which everything is dead.  You shake off this morbid image and press on.  Why think such thoughts”  You will be king now, unless rumors of your mother’s marriage to your uncle prove true.  But how could she marry anyone without a proper period of mourning?  She wouldn’t.  She will respect the memory of her husband, your father.  You reach back to feel the pack that hold you black clothes of mourning.  Yes, it’s still there.  

Do you even want to be king?  There will , of course, be great power, but your life will never by yours again.  You are now close enough to see the silhouetted guards on the battlements.  At least  you think, the sunlight that is Ophelia is inside.  The drawbridge lowers and the castle swallows you up.  

Attendants rush towards you as you dismount.  they greet you and bow.  You are glad to see some of them for you have know them all your life.  They all offer words of comfort concerning the death of King Hamlet, but are tense when they explain that not only have you missed your father’s funeral, but that the marriage of your mother  and uncle is only a few weeks away.  You stand stunned.  It begins to rain.  You do not move, and then, in a daze, you reach into your pack and take out your mourning clothes.  Standing in the rain, before your attendants, you strip off you riding clothes and don your suit of solemn black.  And as they watch, you walk slowly into the castle.


-  Are you there?


-  what inner feelings were aroused by the circumstances I read?

AB scenes


-  give out the AB scene here.

A:  Hi, how are you?

B:  Fine.

A:  What happened today?

B:  Nothing much.  You?

A:  Nothing.  Want some?  (offering a drink)

B:  No thanks.

A:  Jenny?

B:  Yes?

A:  Nothing.


-  without a circumstance, such a scene would be flat and uninteresting


-  add circumstances and the scene comes alive

Suppose we say that characters “A” and “B”  are boyfriend and girlfriend, and this scene takes place in the apartment they share.   “B: has just found out that her boyfriend “A” has been having an affair with her best friend.   It is a hot summer day outside.

-  act out/discuss


-  now add or change the circumstance, raising the stakes

This time let us imagine that character “A” has decided to kill character “B” and that the instrument of murder will be a poison drink.


-  act it out/discuss


-  by filling in the circumstances creates interest and intrigue


-  yet if however, you create circumstances that don’t help, but rather hinder you ability to 
play a scene truthfully, 
then they are useless.


-  If the scene is not working, then deepen the circumstances or change them.

FRANCIS HODGE
Given Circumstances


A.  Environmental Facts   (Green)



1.  Date



2.  Geographic Location



3.  Social Environment



4.  Religious Environment



5.  Political Environment



6.  Economic Environment


B.  Previous Action  (Blue)


C.  Polar Attitudes     (Red)

STEP 4:  ACTION

“Acting is doing: doing with a purpose. “

TECHNIQUES

Objective


-  What the character wants in terms of desire.  The “object of your desire”


-  actions support your objective


-  emotions come out of action


-  Units:  used when scoring the role to separate  the objectives 



Improv:


Imagine this part of the room as the hallway to your apartment.  Imagine that you are coming home from work at 
the end of the day, and that all you want to do is drop into your comfortable chair and put your feet up.  This is the 
thought in your mind as you approach the imaginary door.  But when you get halfway down the hallway, you smell 
smoke.  GO


Side coach:  Your wife and daughter are inside.  The door does not give.  There is no one else in the building.


Discuss:  What was your objective?


-  question:  do you work from  the external to the internal or the internal to the external?


-  our inner understanding of the situation caused our body to go into action


-   or did running toward the door cause your inner feelings   ...  it is difficult to separate.

Super-Objective


-  similar to the theme of the play, but is specific to each character


-  Hamlet:  SO: taking revenge leads only to tragedy


-  All the actions of the play and of each character should point towards this main idea


-  All the smaller actions and objectives are contained in it;  it is the main magnet to which 




all the other adhere to.

Through Line of Action


-  like the smaller objectives which give rise to actions, the super-objective give rise to the




Through Line of the Action


-  All of the actions of your character create a clear line leading to the fulfillment of the 



super-objective.


-  objective = want           action = doing  :  




each involve total actor; inner life and outward expression


-  Subtext:  the true meaning beneath the words

Emotion Memory


-  used in cases where the emotion doesn’t come ;   crying on demand


-  most controversial aspect of  the system


-  a way for the actor to call up emotions from his past and apply them to the emotional life of the character.  Use 


sense memory.

-  by recalling those sensory details from that moment will bring back the feelings 
 associated with them.


-  focus on physical memories = emotions will come


-  doesn’t have to be an experience the actor felt directly - but a feeling generated by seeing something happen to 
someone else, or through reading


-  emotional memories is not useful if they cannot be controlled or repeated

Communion


two types:


-  between the characters in a scene .........when one action causes a reaction in the other  character which causes 
a reaction in the first character


-  the audience with the characters, with the story

Adaptation


-  when scenes require the actor to try many new actions to get what you want....this  shifting of actions in 
response to new circumstances is called Adaptation


-  Improv:



“A” wants to borrow money from “B”



begin with small talk to disarm their defenses



adapt to charm - woo the person



adapt to sympathy - grave financial situation



adapt to directness - come out and ask for loan



adapt to reality - “B’s” refusal to give loan



adapt to guilt -  in order to get money



-  the objectives never change:  getting the money



-  the  adaptations changed:  how to get it



- the use of many adaptations in a scene lends it color and variety

Tempo-Rhythm


-  Tempo:  speed      Rhythm:  the accent


-  Waltz:  ONE-two-three, ONE-two-three


-  March:  ONE-two-three-four ,  ONE-thwo-three-four


-  all objectives, all actions are not created equal......some are more important than others


-  if you put too much emphasis on a minor objective or action, you hurt the overall 



structure


-  ex: putting down a cup of coffee like its life or death


-  Freud “sometimes a cigar is just a cigar”


-  works from the outside to the inside:



Exercise:



Stand. Step with the left food.  As the left foot comes forward, bring the right one 
up to it.  Pause.  Then 


step forward on the right foot, bringing the left even with it.



discuss:



-  what did you imagine?  a wedding? who did you see?  what did you feel?


-  The tempo-rhythm and manner of your walk suggests not only a circumstance, but  arouses feeling as well



-  Battle between inner and outer tempo-rhythms can created tension on the stage



Exercise:  You must disarm a bomb.   Inner:  anxiety is high/  Outer:  move slowly and precisely as to not  


set off the bomb


Refining emotion projection in a scene/monologue 
How does an actor use emotional recall? Is it even possible???? Look at the following step and use it as a guide to help you in your own performance.

STEP ONE:    HAVE THE ORIGINAL EXPERIENCE
Obviously, this step takes place long before you are confronted with an acting task.  But opening yourself up to new experiences, either real or vicarious, and being OBSERVANT of how you and others respond to those experiences, increases your repertoire of “emotions” that you can draw upon as an actor.

STEP TWO:     RECALL THE EXPERIENCE

This step requires quiet reflection as you recall not just what happened, but how you responded to the experience.  What did your face do?  What did your voice sound like?  What do you remember feeling?

STEP THREE:   ALLOW YOURSELF TO RESPOND PHYSICALLY TO THE MEMORY
This step asks you to relive the experience in the present as much as is possible.  Allow yourself to respond to the emotion(s) you are recalling, externally as well as internally.  This exercise is also called “sense memory” because you are trying to recall how your physical senses responded to a particular situation, and reactivate that response in the present.

STEP FOUR:   NOTE THE PHYSICAL RESPONSE YOU ARE HAVING TO THE EMOTION MEMORY.
This is the objective part of the exercise.  While you are trying to relive the experience as fully as possible, make mental note of HOW your body and voice are responding.

STEP FIVE:   USING WHAT YOU HAVE LEARNED WITHIN THE CONTEXT OF THE PLAY SITUATION.
Take what you have observed about your own muscular and vocal response to the recalled emotion and use it in the acting taks you have been given as is appropriate to the character you are playing.

Answer these questions to get you started in an emotion recall exercise:
What is an “emotion situation” in the acting task I have been given?

What is an experience from my own life which parallels this emotion situation?

If I have no experience that parallels this one, have I had a vicarious experience that can be of help?
