Theatre 101
August 29, 2011

ASSIGNMENTS – ACTING PROJECT
For September 1:
Read and be ready to discuss: acts 1 and 2 of A Midsummer Night’s Dream.

For September 6:
1. Read and be ready to discuss Midsummer in its entirety.

2. Read pages 70-92 of A Sense of Direction.   Write a summary in your own words (300 words minimum) of Ball's approach to acting in which you answer the following questions:  

A. How does Ball's conception of acting compare with your own experience on stage and/or how you've always imagined actors approach their job?

B. What is the "golden key" and why is it significant?

C. Why are some verbs more useful to actors than others?  Ball lists, and gives examples of, six different types of verbs.  Define each of the six types in your own words and provide examples of your own.

NOTE: It’s time to start rehearsals.  By September 13, you should have met at least twice outside of class with your scene partner.  Please keep a record of your rehearsals (see instructions, next page, under "Acting Rough Draft, Part 3).
For September 13:
Midsummer preliminary text work: Read the instructions for the Acting Rough Draft (see next page). Continue your Rehearsal Log (Part 3) and complete Part 1, the Text Analysis.  I'm not going to ask you to hand it in yet, but you need to make sure you know what you are saying as you rehearse.  See me (or ask someone in the English department) if you are unsure of the meaning or connotation of any phrase, word or passage.

For September 20:
Have your Midsummer scene blocked.  You don't have to choreograph every gesture, but by now you should know roughly where you are going to sit, stand, walk, etc.  By now, you should have met at least four times outside of class with your scene partner. Continue your rehearsal log as per the instructions for September 27.

For September 27:

I. Have learned your lines by heart.  By now, you should have met at least six times outside of class with your scene partner.
II.       ROUGH DRAFT OF ACTING PROJECT WRITTEN WORK
1. TEXT ANALYSIS: 

A. Type or copy out your scene slowly and thoughtfully by hand.  Include not only your lines but those of the other character.
B. Set another sheet of paper next to the copied text and write a paraphrase of each sentence your character speaks.  If you were in this situation, how would you say it?
2. ACTOR'S ANALYSIS: Imagine that you are your character.  Answer the following questions, in the first-person, as you think your character might answer them.
A. GIVEN CIRCUMSTANCES: List the three most important given circumstances in the scene.   (List more if you think it will be helpful.)  What factors most influence your character's behavior? 

B. INTENTION: What does your character want?  Does it change over the course of the scene?  If it does, what new information or circumstance causes the switch from one objective to another? 

C. OBSTACLES: What obstacles do you encounter in trying to get what you want?  

D.  PHYSICAL ACTIONS/BLOCKING: What might your character physically do to accomplish your goal?  What physical tactics do you have at your disposal?
E. INTERNAL ACTIONS: What psychological methods (eg., begging, shaming, convincing, seducing) will you use to get what you want?

F. RELATIONSHIP: What is your relationship with the other character on the stage?  How has the present relationship been formed by past events?  Do you think well of her/him?  At this moment, is he/she above, below or equal to you in moral or social status?  

Now, you the actor (the real you, that is), answer this question:

G. "MAGIC IF:" Shakespeare’s characters are extravagant, extreme in their behavior.  Try to image an analogous set of circumstances under which you might behave as radically and intemperately as your character does.  What would drive you to behave the way your character behaves?  
3. REHEARSAL LOG/GOAL-SETTING: Record the time, place and duration of your rehearsals outside of class.  (NOTE: each individual in the group should keep and submit a separate rehearsal log.)  After each rehearsal note briefly: 

A. What you and your partner did.  

B. What you accomplished and/or challenges you encountered.  

C. What you need to do in order to prepare for the next rehearsal.

D. What you hope to accomplish in the next rehearsal.

For October 4:

Keep rehearsing your Midsummer scene.  You should be able to do the scene without worrying about the lines or being prompted.  By now, you should have met at least eight times outside of class with your scene partner. Continue your rehearsal log as per the instructions for September 27.

For October 11:

1. SCENES!  Be prepared to present your scene in class.  By now, you should have met at least ten times outside of class with your scene partner. 
2. FINAL DRAFT OF ACTING PROJECT WRITTEN WORK.  Hand in:

· TEXT ANALYSIS & ACTOR'S ANALYSIS: In response to the comments on your rough draft and as your understanding of the scene develops, revise your work as appropriate.  

· REHEARSAL LOG/GOAL-SETTING: Complete your rehearsal log as per the instructions for September 27.

For October 13:
NOTE: NO CLASS OCTOBER 13.  Please e-mail your assignment (below) to me at dhlavsa@stmartin.edu

ACTING PROJECT SELF-EVALUATION

1. Effort/preparation: Give some account of your preparation/rehearsal for the performance.  Were you as prepared as you could have been?  If you had more time, how would you use rehearsals to improve your performance?  Rate yourself on a scale of 1-5 (low to high) in this area.
2. Performance: How would you rate your grasp of and delivery of the lines?  How would you rate your spontaneity in performance?  How about your concentration? We all have a certain amount of natural caution -- did you find ways to “splash out” a bit on the stage?  How, when?  What do you think you did really well?  Is there anything you wish you had done differently? Rate yourself on a scale of 1-5 (low to high) in this area.
3. Insight into character/self: What have you learned about the character you played?  What have you learned about yourself? Rate yourself on a scale of 1-5 (low to high) in this area.
ASSIGNMENTS – PLAYWRITING PROJECT
PLEASE NOTE: As in the acting project, the process here is just as important as the product.  Actors don’t just play, they rehearse; writers don’t just write, they re-write.

Though the “warm-up exercises” for 10/20, 10/25 and 11/1 are not graded, they are required.  You’ll include them, along with your final draft, in a portfolio due 11/8.  In order to get an A on this project, you must submit all the warm-ups on time.  If you skip one, you won’t earn anything higher than a B.  If you skip two, you’ll be limited to a C.  If you skip more than two – no matter how brilliant your final draft – you’ll go no higher than a D.
For October 18:

1. Read: Playwriting packet #1: revue sketches; excerpt from Playwriting, by Kathleen George.

2. In preparation for our class discussion: 
A. Be prepared to tell us which of the revue sketches is your favorite and why.  

B. Look over Kathleen George’s “20 principles” for playwrights.  Choose one to ask a question about.  Choose one you understand and agree with; be prepared to say why.
C. Look over the playwriting assignments for 10/20, 10/25, 11/1, 11/8 and 11/10. If you have questions, write them down so you remember to bring them up in class.
For October 20:

Playwriting Warm-up #1: Revue Sketch

Write a revue sketch.  You’ll find examples of revue sketches in the reading packet for October 20.
IMPORTANT: Bring three copies of the sketch to class so that you can pass it out to others to read.
Specifications:

1. Length: There’s no length requirement.  As you’ll see, revue sketches vary in length, and some are quite short.  Aim for about 5 pages in script format.

2. Characters: You may use any number of characters.

3. Format: See next page for an example of script format.  

4. Funny: It doesn’t have to be.

5. Title: It must have one.  Also: please put your name on it – and the date.

Suggestions:

· At some point, your characters might make use of a significant prop.

· At some point, one of your characters might speak at length while others are silent.

· At some point, the characters might do things without speaking.
Example of playwriting format                                                             David Hlavsa, August 29, 2011
Off the Bus

Characters:

Mary, 23

John, 18, her husband

Felicity, 50, her mother

Setting: 

1969.  A bus station waiting room in a small mid-western city. Three o’clock in the morning.  Two benches.  An ash tray.  A Coke machine.

(JOHN is curled up on one bench, his coat over his head.

MARY sits on the other bench.  SHE lights another cigarette with the butt of the one she’s just finished.  SHE coughs.  Pause.)

MARY

It was “Happy.”

JOHN

(From under the coat)

I already said Happy.

MARY

You did?

(No response from JOHN.)

You did not.

JOHN

Sleepy, Doc, Grumpy, Happy, Bashful ( Smarmy.

MARY

Yeah, right.  Sleazy.  Seriously, that woman had it all going for her.  Bluebirds flying around her, a good home, and seven men to do the work.  … I am going to be so hung over.  I need a bed.

JOHN

So call her.

MARY

No.

For October 25:

1. Read: Playwriting Packet #2
2. Playwriting Warm-up #2: 10-Minute Play – partial draft

Write a short play.  You’ll find examples in the reading packet. Some are probably shorter than ten minutes; some are longer.  But ten minutes (about 10 pages in script format) is your goal for the finished play.  This may be a partial draft (and it may be shorter than 10 pages).  You may, for example, not quite know how the action ends.  Or you may be hazy about how it starts, or about some part in the middle.  

IMPORTANT: Bring three copies of the play to class so that you can pass it out to others to read.
Specifications:

1. Length: Normally, dialogue in script format plays on stage at about one minute per page.  However, sometimes a page take longer to play if a character has a long monologue or if the stage directions indicate some complex, time-consuming actions.  Please write at least six minutes’ worth of material.

2. Characters: You may use any number of characters.

3. Format: Standard script format, please.

4. Funny: It doesn’t have to be.

5. Title: It must have one.  Also remember: name/date.

Suggestions:

· See suggestions from the previous assignment.  They still apply.

· Be sure your characters are significantly different from one another.  Go for contrasts: old/young, fast/slow, fat/thin, sloppy/fastidious, human/animal, Democrat/Republican, etc. 

· Put a treasure in your play.  In most plays, there something sought after and/or disputed.  Most often, it has monetary value.  Sometimes, however, the treasure is a person.

· Plays must contain some sort of conflict.  A common mistake to avoid: having your characters just sit around and shoot the breeze without ever really struggling over anything much.  An equally common mistake: having your characters enthusiastically head right for the jugular.  Conflict happens all the time; the fun part is generally in having your characters try – and fail – to avoid it.

For November 1:

1. Read: Playwriting Packet #3
2. Playwriting Warm-up #3: 10-Minute Play – full draft
Finish a draft of your play.  Or, if you need to put aside the one you wrote for warm-up #2 – you’re stuck, or you just don’t like what you did in warm-up #2 – start another one.

Again, you’ll find examples in the reading packet.  You may find inspiration there.  Please feel free to model your work on that of other playwrights.  Really, plagiarism is bad and wrong, but stealing plots, devices and other aspects of others’ work is standard practice for playwrights.

IMPORTANT: Bring three copies of the play to class so that you can pass it out to others to read.

Specifications:

1. Length: If you’re completing what you wrote last time, ten minutes worth of material.  If you find you have a little less, don’t pad it.  If you find you have more, see if there’s anything you can cut.  If you’re starting over, as in warm-up #2, come up with six minutes’ worth minimum.  

2. Characters: You may use any number of characters.

3. Format: Standard script format, please.

4. Funny: It doesn’t have to be.  But it does have to be ironic.

5. Title: It must have one.  And your name.  And the date.

Suggestions:

· See suggestions from the previous assignments.  They still apply.

· Cut/re-write needless exposition.  In your previous draft, you probably wrote some things the characters don’t really need to say and/or the audience does not need to hear.  Ask yourself: What can I cut?   

· Make your characters lie and/or keep secrets.  It’s more fun if we get to figure things out rather than you telling us…

· Look out for generic, filler or placeholder lines – a.k.a., clichés.  People say things in funny ways.  Would your character really say it the way you wrote it?  

For November 8:
10-Minute Play – final draft
1. Finish your play.  Unless I have counseled you otherwise, make substantial revisions in response to the comments you’ve gotten from me and your peers.  DO NOT simply submit your warm-up exercise #3 unrevised (or with only a word or two changed).   See instructions for previous assignments for other specifications and suggestions.

2. Print out a copy of your play and put it in a manila folder along with copies of playwriting warm-ups #1-3 plus any other materials you would like to submit.  In class, you’ll turn this portfolio in for grading.    
IMPORTANT: Bring enough copies to class so that a group of actors can read it aloud without unnecessary strain – people can look on, but don’t make four actors share the same script.
For November 10:
PLAYWRITING PROJECT SELF-EVALUATION
Rate your performance on a scale of 1-5 (low to high) in each of the following areas.  Explain your ratings.

A. EFFORT: Did you put time and thought into studying The Dining Room and the revue sketches and short plays from the handouts?  Did you put substantial work into each of the warm-up exercises?   

B. PRODUCT: What would you say are the strengths and weaknesses of the final product? What would you work on if you had more time?
C. PROGRESS/LEARNING: Did you make use of the feedback given you by your peers and your instructor?  What have you learned from this assignment?  How has your playwriting improved over the course of the past few weeks?  What did you get out of the experience?  How is it relevant to your life? 

ASSIGNMENTS – DIRECTING/DESIGN PROJECT
For November 15:
1. Re-read: A Midsummer Night’s Dream.
2. In preparation for our class discussion: 
A. Choose a passage from the play that you find especially effective, funny or moving

B. Choose a passage from the play that you find particularly odd or striking
C. Identify a pattern, motif or theme you find particularly noteworthy

D. Be ready to ask a question about the play

Note: For the rest of the semester, please bring your copy of Midsummer with you to class.

For November 17:
Read Ball's Sense of Direction in its entirety.  Take notes; be ready to discuss the following questions in class:

1. In light of what you've just read, write a job description for a director.  What are a director's responsibilities?  What qualities and/or skills do you think are most important for a director to possess?

2. On page 34, Ball mentions that he "usually ask[s] a director to find a photograph or a painting that most clearly symbolizes the entire concept of a show"; what do you think he means by this?  What is the "concept" of a show?  What does Ball mean by the "world" of a play?  The "metaphor" of a production?  

3. How would you describe Ball's approach to working with actors?  With designers?

Note: Take notes when we discuss these questions in class.  See November 22 assignment below. 

For November 22:
SYNOPSIS OF A SENSE OF DIRECTION
Write up a brief typed synopsis (at least 300 words) of the rest of Ball's book -- i.e., the parts not covered by your last synopsis.  Be sure to answer the questions from the November 17 class discussion (see above).  You may also include other comments and reactions outside the scope of the questions.  
For November 29:

DIRECTING/DESIGN PROJECT ROUGH DRAFT

Imagine that you are directing a production of Midsummer.  

1. CONCEPT.  A production is a kind of self-contained world.  Limited in scope and intensely focused, it describes and comments on a piece of the, much larger, real world.  As a director, it is your responsibility to help define this world for your actors and designers. You should be able to explain what the play is about in one sentence.  The sentence begins: "This is a world in which. . .." 

(Alternatively, you can use Ball’s idea of the metaphor of a production.  The sentence to complete would then be: “My production of Midsummer is ( [your metaphor here].”)

Complete the sentence, then type a brief (about 500-750 words) statement addressed to your cast and designers beginning with your one-sentence description and going on to support your "concept" with specific examples from the text.  By the end of your statement, we should know:

· What you believe the play is really about. 

· In general terms, what the world of your production looks and feels like and how the people in it respond to their physical, cultural, spiritual and/or psychological environment.  

· In what location and time period does your production take place?  Are you drawing on a single location/time, or will you create a pastiche?

· What’s important about the play today?  Why should we care about it?  Why does an audience need to see it in 2011?

2. DESIGN CONCEPT.  Find a photograph or a painting that symbolizes the entire concept of your show.  Write a paragraph explaining your choice.

3. CASTING.  Cast the show, or at least the following parts: Theseus, Hippolyta, Egeus, Hermia, Helena, Lysander, Demetrius, Oberon, Titania, Puck, Bottom and Quince.  You may use any actor, living or dead, and at any age.  Briefly justify your choices.  On the next page, I've listed some actors you may want to consider.

NOTES: If you want to cast an actor you saw in something, and you can't remember his/her name, write him/her down as, for example, "The one who played the psycho in Psycho."  Also, you may use other public figures besides actors to make your point.  For example, you might say, "For the part of X, I really want somebody who comes across like John McCain ...."  (Then, of course, go on to justify your answer.)
SOME ACTORS . . .

MEN: Jackie Gleason, Bruce Willis, Mel Gibson, Marlon Brando, Anthony Hopkins, Lawrence Olivier, James Earl Jones, Daniel Day-Lewis, John Travolta, Robert De Niro, Clint Eastwood, Jack Nicholson, John Gielgud, Ralph Richardson, Eddie Murphy, Michael Caine, Tom Hanks, Jim Carrey, Gerard Depardieu, Fred Astaire, Kevin Costner, Paul Scofield, Peter O'Toole, Peter Sellers, Tim Conway, Alan Alda, Chuck Norris, Henry Fonda, Orson Welles, Woody Allen, Michael Keaton, Buster Keaton, Divine, Robin Williams, Daniel Radcliffe, Bruce Dern, Toshiro Mifune, Nicholas Cage, Christian Slater, James Spader, Denzel Washington, Jason Robards, Bernard Hughes, Tommy Lee Jones, Hugh Grant, Samuel Jackson, Matt Damon, Fred Ward, Jonathan Pryce, Danny Glover, Danny DeVito, Leslie Nielsen, Edward Norton, Philip Seymour Hoffman, Ed Harris, Jeff Bridges, Paul Rudd, Paul Giamatti, Bob Hoskins, Mark Ruffalo, James Gandolfini
WOMEN: Geena Davis, Bette Davis, Sissy Spacek, Gloria Swanson, Mae West, Marilyn Monroe, Meryl Streep, Glenn Close, Rosanne Barr, Glenda Jackson, Swoosie Kurtz, Holly Hunter, Whoopi Goldberg, Katherine Hepburn, Lucille Ball, Barbara Streisand, Shirley MacLaine, Angela Lansbury, Joan Crawford, Ingrid Bergman, Lily Tomlin, Julia Roberts, Emma Thompson, Marlene Dietrich, Anne Bancroft, Carol Burnette, Jessica Lange, Jane Fonda, Angelica Huston, Brigitte Fonda, Uma Thurman, Judy Garland, Diane Keaton, Valerie Harper, Mary Tyler Moore, Sally Field, Diana Rigg, Michele Pfeiffer, Sigourney Weaver, Susan Sarandon, Winona Ryder, Minnie Driver, Lisa Kudrow, Jennifer Anniston, Helen Hunt, Helena Bonham Carter, Laura Linney,  Hilary Swank, Natalie Wood, Debra Winger, Stockard Channing, Tilda Swinton, Marisa Tomei, Emma Watson, Maggie Smith, Nicole Kidman, Annette Bening, Julianne Moore, Mylie Cyrus

For December 6, 8 or13 ( finals session)
(You’ll sign up for presentation times in class)

1. DIRECTING/DESIGN PROJECT FINAL DRAFT: In response to the comments on your rough draft and as your understanding of the play develops, revise or add to your work as appropriate.    

2. FINAL EXAM: DIRECTING/DESIGN PROJECT PRESENTATION
Present your directing and design concept to the class.  Think of us as your collaborators: the actors and designers who will be working with you on this production. Talk to us.  Do not simply read us what you've written.  You may refer to notes, but plan to give a presentation directed at us and designed to inspire us, to get us excited about the project and to motivate us to work with you on realizing this astounding and wonderful concept of yours.  Go over your material thoroughly.  Rehearse.  Make sure you aren't rambling.  Cut to the chase.  Part of your grade on the project will be based on the clarity, energy and succinctness of your presentation to the class.

Your presentation should take no more than 10 minutes. 

Criteria for grading your directing project:
Paper: 70%

Presentation: 30%

Effort: You’ve followed the directions for the assignment.  Nothing’s missing.  The paper is relatively free of mechanical errors (problems with spelling, grammar, punctuation, etc.). Your paper evidences close reading of the text and careful consideration of any feedback you’ve received. Your presentation is well-organized and rehearsed.

Boldness/creativity: You have found ways to make this hypothetical production of the play your own, to get excited about the production, and to address your production to a contemporary audience -- to show them why this play is important in 2011.

Approach: Your concept is both coherent and consistent.  Everything hangs together; you haven’t ignored some major aspect of the text.  The concept is “true” to the play, not just grafted on. 
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