
EPISODE ONE:
STANISLAVSKI 


· Born Konstantin Sergeievich Alekseyev in January 1863
· Created the Stanislavski System of Acting 
· Key practitioner in moving theatre towards truth and naturalism

· Keen performer from a young age, performing in family productions & with the Alekseyev Circle

· Stanislavski was a stage name he chose, after a ballerina he adored 

· He was an awkward actor, developed his system to solve the questions he had about his own performance 



COLLABORATION AND INFLUENCES 



· The Meininger Company rejected the Star System that celebrated performers as idols, and looked to create truthful theatre 

· Stanislavski was influenced by their work, he saw the importance of pulling focus to character, thought and intention 

· Russian Theatre practitioner Schepkin, to those in his home country the founding father of Theatre in Russia, was a firm believer in theatrical truth over melodrama 




· "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 peek of ones voice. Each time an actor was through with an impressive monologue, he raised his right hand thus and exited the stage...” – Schepkin 

· Vladimir Nemirovich-Danchenkov and Stanislavski formed the Moscow Art Theatre (MAT) after an 18 hour long meeting. The MAT served as a platform for Stanislavski to create his system



· While at MAT, Stanislavski set up a secondary theatre with Vsevolod Meyerhold. This would be christened The Studio, and would be home to more experimental work than what was possible on the main stage of MAT  

· Anton Chekhov (writer) was another key influencer in Stanislavski’s work, Stanislavski adored Chekhov’s writing and was known to bring his words to life 

· Jaques-Dalcroze, a dance and movement practitioner, was a key player in perfecting the origins of movement within the System – helping to create Eurythmics 



THE SYSTEM


GIVEN CIRCUMSTANCES


· “[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

· The Given Circumstances are the FACTS of your environment. The scenery that surrounds you, the costume you are wearing, period you are inhabiting, climate of your location. All have an affect on your character and performance 


· Where are you, what surrounds you? 

· What period are you inhabiting? 

· What does your character wear? 

· What are the politics of the time? 

· What temperature is it? 

· What are the facts presented in the script? 




MAGIC IF 


· “ ... if acts as a lever to lift us out of the world of actuality into the realm of the imagination.” – An Actor Prepares 

· “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 engages imagination, ask yourself what you would do IF you were in the same situation as your character

· It opens up the possibility of truth in performances, asks you to think and consider as your character might 



CIRCLES OF ATTENTION



· “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.” – An Actor Prepares

· Circles of Attention is useful for focussing your attention on stage, rather than in the auditorium 

· It requires you to look at your environment in detail, what surrounds you, what is nearby

· This can be great for combatting stage fright, and centres you in the moment on stage 



SENSE OF TRUTH AND BELIEF 



· “... 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.” – Stanislavski 

· Open yourself up to the possibility of the scenario, rather than hypnotising yourself to actually see the stage as reality





1. 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. 


COMMUNION



· “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.” – Stanislavski 

· Communion is about an awareness of the ensemble, the cast you are performing with on stage

· You should fully SEE them when you are sharing the same space. Listening and responding, as you would in real life 

· Connection between performers is vital to the audience’s suspension of disbelief 


RELAXATION OF MUSCLES 


· “You cannot... have any conception of the evil that results from muscular spasms and physical contraction.” – An Actor Prepares

· Physical tension on stage can cause our performances to feel untruthful, unnatural, and mechanical

· We must find a level of physical relaxation that will allow us to move on the stage as if it were natural, unrehearsed, everyday life

· Be more like cats! I hope that Stanislavski also meant that actors should take daytime naps, like our feline friends

OBJECTIVES, SUPEROBJECTIVES
AND THROUGH 
LINES 


· Objectives are wants and needs and can be as small as wanting a glass of water. Think of each objective in each moment, and every line. This can give you reason and understanding of what you are saying 

· Super-objectives are larger and cover your grander objective for the play. Your super-objective could be to defeat your tennis opponent, which can be broken down into smaller objectives as part of the whole 

· Through line is your story from cover to cover, the ups and downs of your journey, objectives, and actions.  






X EMOTIONAL RECALL X





SUMMARY
