TRANSCRIPT OF QUICK-FIRE STANISLAVSKI INTRODUCTION 
Stanislavski, born Konstantin Sergeievich Alekseyev in January 1863, was the son to one of Russia’s wealthiest families, and would go on to drive a shift from melodramatic, undisciplined styles towards a taste that was truthful and naturalistic. He created an ever evolving methodology – The Stanislavski System – that would redefine the craft of acting for generations, helping actors towards discovering truth on stage. The Stanislavski System became the foundation of other branch techniques, with many expanding, altering or diverging from his work over the years, including the work of Sanford Meisner, which we will cover in the third video of this series. 
	Young Konstantin was a keen performer from a young age, putting on productions with his siblings for the entertainment of guests, eventually leading to the formation of the Alekseyev Circle – Stanislavski’s family theatre. Konstantin Alekseyev took the pseudonym Konstantin Stanislavski after his family theatre group folded, and he wanted to take part in risqué amateur performances. Taking the name from a ballerina that he adored, the name protecting his family’s global reputation. However, obviously, this was uncovered, and he could pursue theatre legitimately – keeping the name. The seeds of his method took plant – he had questions about his work and would eagerly take notes and analyse his Performances. How could he improve his voice, movement, characterisation? His method was created because he was an awkward actor to watch, and he wanted to know how to fix that for himself and others. He had questions, and the answers all revolved around finding truth and relaxation on stage. Constantly improving, constantly looking for answers, constantly curious. 

COLLABORATION AND INFLUENCES 	
He did not work alone, and his method would not have existed without collaboration. While working with the Society of Art and Literature, he became aware of work by the Meininger Company – founded by Duke George II of Saxe Meiningen. He noticed parallels between the ethos of The Meininger Company and his own work. They too moved away from the Star System of theatre that put performers before art, as Stanislavski himself once said – “Love art in yourself, and not yourself in art”. Stanislavski saw in that company a discipline and realism that he wanted to recreate. Like him, they pulled focus to character, truth and intention. 
Russian practitioner Schepkin – christened as the founding father of theatre in Russia – was a firm believer in theatrical truth, influencing Stanislavski’s direction. Schepkin said that actors should crawl under the skin of their characters, identifying with thoughts feeling and emotion to create a living portrait. Here’s a quote from Schepkin that you could easily attribute to the Stanislavski ideology – 
[bookmark: _Hlk46395409]
"No one was speaking his own voice...it was all down to some ugly form of declamation. Words like 'love', 'passion' and 'betrayal' were hollered at the peak of one’s voice. Each time an actor was through with an impressive monologue, he raised his right hand thus and exited the stage...”
[bookmark: _Hlk46395475]Another key collaborator for Stanislavski was Vladimir Nemirovich-Danchenkov, together they formed the infamous Moscow Art Theatre in 1897 after an 18 hour long meeting. 
 "If Stanislavsky was the soul of Art Theatre, then Nemirovich was its heart"
[bookmark: _Hlk46395573]Moscow Art Theatre was crucial for Stanislavski, and his relationship with Nemirovich-Danchnkov equally so. They worked together on countless productions, allowing Stanislavski to test, refine and experiment with his techniques. While at the Moscow Art Theatre, Stanislavski set up another theatre – even more experimental – with another key collaborator Vsevolod Meyerhold, known as The Studio. It was during this period, specifically during productions of Hamlet and A Month in the Country that Stanislavski became firm on truth, relaxation and ensemble being the centre of his system. 
Other key collaborators included writer Anton Chekhov and Physical practitioner Jaques-Dalcroze. Stanislavski adored Chekhov’s writing, and was renowned for bringing them to life with his System. Jaques-Dalcroze contributed to the physical ideologies of The System, being a driving force for contemporary dance and physical performance. Together they devised Eurythmics – looking at physical rhythm in performances, encouraging casts to move and work together as one cohesive ensemble. 
THE SYSTEM 
We’re going to go through important ideas behind The System. Of course, as this is a bitesize video, we are not going into detail – but hopefully enough to give you a generalised overview. The system isn’t made of rules, rather suggestions, techniques or ideas that you can try. Performing is subjective, and don’t feel that you need to be bound by anyone else’s rules. Do what works for you, and I hope some of what we discuss today will work for you – or at least, spark some interesting thoughts.  
GIVEN CIRCUMSTANCES 
[bookmark: _Hlk46396174][Given circumstances]... means the story of the play, its facts, events, epoch,
time and place of action, conditions of life, the actorsʼ and regisseurʼs
interpretation, the mise-en-scène, the production, the sets, the costumes,
properties, lighting and sound effects - all the circumstances that are given to
an actor to take into account as he creates his role. – Stanislavski, An Actor Prepares

Basically, the given circumstances are the facts of your environment, surrounding, script and story. 
Think about the environment, who you are, where you are, how do all of these facts affect your performance? Here are some examples of questions you could ask yourself when working a scene 
Where are you, what surrounds you? Think about the space you are physically in, is it warm or cold, how would that affect your character? When a person is warm, they are usually more irritable, quick to anger. 
What period is the script set in, how do the characters speak? Does the period affect how they walk, interact with each other?  
What is your character wearing, how do you feel about your clothes? Is it your characters favourite jumper, or a brand new coat? How would your relationship to your costume change if it were something you treasured or something you don’t mind getting dirty. 
Make a list of all the facts, everything you know from reading your script, build a portfolio of knowledge that you can use to make your understanding of your character and their environment rich and colourful. This level of immersion will guide you towards a more truthful performance because you know enough about your given circumstances for it to feel real. 
MAGIC IF
[bookmark: _Hlk46396591]“ ... if acts as a lever to lift us out of the world of actuality into the realm of the
imagination.”
[bookmark: _Hlk46396642]“Stanislavski did not think that actors could honestly believe in the truth and reality of events on stage, but he said that an actor can believe in the possibility of events. An actor must only try to answer the question, What would I do if….”
Magic If is a question, a question to engage your imagination and get you thinking as your character might. It brings you closer to a truthful understanding of the character you are playing, you don’t have to become the character entirely – the importance must be on understanding them, their thoughts, decision and actions. To use this technique when working on a scene or a monologue, ask yourself What would I do if I was in their position? What would I do If I was presented with their circumstances? Simple questions using the possibility of Magic If can lead you to revelations about your character. How they think, act, and respond. 
CIRCLES OF ATTENTION 
[bookmark: _Hlk46396789]“In order to get away from the auditorium you must be interested in something
on the stage... an actor must have a point of attention, and this point of
attention must not be in the auditorium.”
Circles of attention is useful for centring your focus on the stage. If you’re anything like me, when you’re performing, or more so if you’re on stage and not speaking, your mind can wonder, and even worse your eyes can wonder. Looking out into the auditorium, noticing the audience, breaking concentration and taking you out of the moment. 
In order to bring your focus to the stage, consider that there are three circles of attention. Small, medium and large. Small circles are intimate – what are you sitting on, what’s close by? Is there an object? What colour is it, if you can touch it what does it feel like. Increase your circle of attention to medium, and then large. Choosing something further away each time. An object, or even a sound. Focus on it, consider it, notice everything. This can be a great technique for dealing with stage fright – it can stop your mind from racing, panicking about the audience. It brings you in, grounds you in the reality of the scene and helps you be in the moment. Practice this in rehearsals, pick an object that is close to you and give it your attention – list in your head its colour, texture, purpose, features. Circles of attention provide you with a focus that helps you be more truthful. 

TRUTH AND BELIEF 
[bookmark: _Hlk46397040]“... in ordinary life, truth is what really exists, what a person really knows.
Whereas on the stage it consists of something that is not actually in
existence but which could happen. To find … truth, an actor must see, watch, absorb all possible impressions around him. An actor must learn to be aware of what surrounds him.”
We have been speaking a lot about truth, it is after all the core focus of Stanislavski’s System. Truth, allowing yourself to believe that what you are experiencing in the scene COULD happen – rather than telling yourself it actually is happening. You don’t need to hypnotise yourself into believing that the event so the scene are actually happening, the point of truth and belief is to treat the scene as if it’s what the audience thinks it is. Treat objects and persons as IF they were that character. As athletes train their bodies to perform jumps or sprints, actors can train their subconscious to treat a scene as if it were something real, to treat characters on stage as if they were that character. 
There are some great exercises in a book by Sonia Moore, called The Stanislavski System which I’m going to read to you. 



1. [bookmark: _Hlk46397166]Treat a chair as a vicious dog; as a throne; as a seat in a spaceship 
2. Drink liquid as I it were a poison or hot tea 
3. Find a hidden object ; then repeat the search again after you know where its hidden. Keeping the same intention as when you were actually looking for it. Believe that you are looking for it. 
4. Without the actual objects, pretend to put paper into an envelope, thread a needle or fill a glass with water. 
Pay attention to the objects you are miming, their size, shape and weight. 
Our ability to believe, to play, to create and suspend our disbelief can bring us much closer to a truthful performance. 

COMMUNION
[bookmark: _Hlk46397281]“If actors really mean to hold the attention of a large audience they must make
every effort to maintain an uninterrupted exchange of feelings, thoughts and
actions among themselves.” 
Communion – or the connection between actors on stage in their parts – is important to create something believable. If you want the audience to see truth in performance, you have to connect with the ensemble that you are performing with. The best way into communion with another actor is through listening, hear what they are saying – don’t just wait for cue lines. 
Watch them, take them in, listen to them – as you would if you were having a conversation with a person in real life. Every conversation or interaction we have, subconsciously, we are aware of others body language. Their words, their tone, posture and attitude towards us influences how we respond. That is truthful interaction, all of this ticks away without us noticing. When performing, it’s good to train ourselves to focus on the other actors in the scene so that we can react to them truthfully. 
Respond to what they are saying. Take note of their posture, their tone, and eventually that work, those thoughts will become a subconscious activity that you don’t need to think about. 
RELAXATION OF MUSCLES  
[bookmark: _Hlk46397581]“You cannot... have any conception of the evil that results from muscular
spasms and physical contraction.”
What this very dramatic quote from Stanislavski means is that physical tension and rigidness is detrimental to performance. Tightening up, tension in our bodies, not being able to relax physically as we do in everyday life. Tension stops us from relaxing, stops us from being truthful on stage. Stanislavski talks about how actors should take lessons from cats, because cats do not hold any tension – it’s why they rarely hurt themselves when falling, because they are always so loose in their muscles. As performers, its good for us to be aware of where we carry tension and how to get rid of it. Try lying flat on your back before a performance, relaxing each muscle group. Start with your feet, ankles and legs. Move up your body until you have centred and relaxed your whole body. Do some stretches, basic lunges or whatever you can think of to eliminate tension. Physical tension can also come from nerves, it certainly does for me, so we can refer back to circles of attention. If you get nervous on stage, draw your focus to an object, analyse it, think about its history. That focus will help you relax. Or even communion, focus on other actors, I’ve found many a time that if I start to get tight or tense on stage the best way out for me is to focus on another actor, we are a team, an ensemble. Find a connection, give it your attention and you will physically relax. 

OBJECTIVESS AND SUPER OBJECTIVES AND THROUGH LINES 
Let’s talk about objectives, super objectives and through lines. Now, you could probably make a video on each of these – so, for the purpose of this 15 minute introduction we will go over what the terms mean. When you are working on a scene or a play you can break it down into the following component parts. 
An Objective is what your character wants or needs in a moment, something they need to say. Ask yourself what your objective is. What is it that you want, on a certain line or during a certain speech? What are you trying to do, are you trying to convince someone of something? Are you trying to solve a problem? 
A super objective is a grander version of this, it’s your larger objective for the act or play. What is your broader objective, not just in the moment but in a wider sense? Your smaller objectives are part of your larger objective, one can affect the other. 
Through line is your story from cover to cover, from start of the play to the very end, where you start, your journey and where you end up. I like to draw my through line like this – 
The line starts at neutral, then the character experiences a moment of crisis and the line rises. The character experiences a moment of peace and the line lowers. That’s just something I like to do to give me an idea of the shape of my through line. 
EMOTIONAL RECALL
A part of The System is called Emotional Memory or Emotional Recall and is the technique most associate with Method acting. It involves using emotions from your past in a scene and using those feelings to replicate a response. However, I would recommend not worrying yourself with this – it can be unhelpful, unhealthy and makes you think too much about your own emotional experiences rather than your characters. Be aware that it exists, for sure, but don’t feel obliged to give it any more thought than that. There are many alternatives, with Substitution being an excellent technique to help with emotion on stage without tapping into anything personal. Have a look at substitution, Stellar Adler or Meisner for alternatives to Emotional Recall. Some of those we will be covering in further videos, so stay tuned for that.

SUMMARY
So, we’ve discussed Stanislavski. Who he was, his inspirations, influences and his famous System. These aren’t rules, just suggestions. You can find all of it useful, or none of it. Experiment with some of the ideas we’ve discussed and use what works for you. Tailor your own system to your performance style – investigate other practitioners and their methods. We’ll be discussing several more in this series as I mentioned earlier, there really can be something for everyone. Combine methods, cherry pick an exercise from each.



















	 
	




