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Exploration Notes: ‘A Doll’s House’

Naturalism and Stanislavski

‘A Doll’s House’ was written by Hennk Ibsen and was intended to be a
Naturalistic play. Naturalism was developed in the late 19" and early 20
centuries, it tries to create a perfect illusion of reality through a range of
dramatic and theatrical strategies. Naturalistic performances would contain
elaborate and detailed sets and acting would focus on real emotions be _
portrayed by the actors. Stanislavski developed a system # which actors could St
use to try and develop a real, believable character on stage, it involved a
variety of techniques, including emotion recall and magic if. These
techniques would be used to try and give an actor a better understanding of
their character and therefore a more truthful performance. In our exploration
of ‘A Doll’s House’ we would explore it from a naturalistic and Stantislavskian
viewpoint.

%y

First Workshop: Initial Reading.

Focus: Practitioner, SCHP contexts

Whmi‘ﬁwe first approached ‘A Doll’s H’guse as[\text to explore and workshop

ongfo develop our skills and practises. We started with an initial reading of the

play, This is a Stanislavskian technique called ‘tabléwork’, that would hopetully /, A
evoke the actors mtial response to the play that should be recorded for future

referance. When I first read the play with the group I felt strongly for Nora’s

position and how she is trapped by society even though she means well. The

character I empathised most with was Krogstad who despite all of his hard /Zﬁmj Y

- work has had to resort to the worst means to supply for his family, I felt hus ="
position was not his own fault but the reputation built society he lives in, and T
of people like Torvald Helmer. We then discussed the Social, Cultural,

Historical and Political contexts and the play.When Ibsen wrote the playm
1879 Norway was still dominated by the middle classes with the theatre being RN $
”

a predominately middle class activity, woman were still viewed very much as
the housekeeper with the men being the main breadwinners. This is reflected
in ‘A Doll’s House’ through the dynamic in the Helmer household with
Torvold being the main breadwinner. This set up would have be the norm of
Norway’s theatre goers and would not have caused a great deal of shock.
However at a ime in history were women were not allowed to borrow money,
Nora’s actions would have shocked and appalled especially male memispers
of the audience.this would have created the controversy Ibsen would have
wanted. Having Nora leave at the end of play would have been even more
shocking and forced Ibsen to re-write the ending several times in order to



have it published and performed. I would have to take this information with
me when performing certain sections of the text.

Second Workshop: Radio Play

Focus: Language and Vocalisation.

In this workshop we were asked to perform a radio play of a section of text,

this would require us to focus on our vocalisation of the text as we would have

to communicate the meaning of the text without physical action. I was playing

Helmer, I would have to focus on my pitch, tone, range, pace and use of / %
Va

pause, when trying to convey my characters emotions and reaction. To help
me grasp an understanding of my characters inner feelings I would need to %r/[( |
use the Stantislavskian technmique of units and objectives, this is process by yz
which you write on a script what you believe your character wants in a section 4
of text , which you can then convey through your use of voice and physical
action. I found that when I completed my units and objectives for Helmer I
altered the way I delivered my lines to suit more what I thought my character
would be trying to achieve, rather than how I felt the lines should be deliver,
based on the languaged used. We also looked at the concept of tempo-
rhythm, which would be useful in the performance. This idea denotes the /€ .
Y idea of the character inner intensity of emotion being expressed through
~ vocalisation and physicalisation and that characters will often feel something
completely different inside to what they show outwardly. I found this
/ particularly useful in this section of the text as Helmer is very suspicious of
Nora in this passage but because he wants to maintain his supremacy he i
, would not reveal this in his voice, through excessive pace or loud volume. A

Units and Objectives Deliverance of Lines (Voice)
NORA:
O You're back already.
. HELMER:
Lok ber beU me Fhe buW - Yes. Has anyone been here?  Now cla ,h } anJ Undaring.
NOM P.-'-e_ nu-.j' fﬂua! ﬁ)"?r 'yell
Here? No.
HELMER:
Make her ket That is strange. { saw Krogstad going out of the gate.
me abea b kroghad, ' NORA:
Did you? Ot yes, I forgot, Krogstad was here for a moment.
: HELMER:

[].Vom, 1 can see from your manner that he has been here begging you to say a good word “#7'4
aubbonihy s for him pop o
U Knouning - NORA:

J .
Yes.
HELMER:

LJ."’LQ“" Pru.\npl‘r’n\,.
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am dissa pein be JAmz’ you were to appear to do it of your own accord: you were to conceal from me the fact ®x e1p3td } !
in her ,omake her jedd j,u.-l‘ }3, of his having been here; didn't he beg that of you t0o? Seevaws Fome a b
NORA: P ond. Louer
Yes, Torvald, but— pebed solomer,
' HELMER: I
Make Lo ,eqlsyy Nora, Nora, and you wotld be a party to that sort of thing? To have talk to a man like that, J-LI-O I.L ) I“r':‘
wlat she hay dome and give him any sort of promise? And to tell me an un-truth? P 'J‘ ‘
NOM [ A } eul\
A lie—? g mbion,
HELMER:

Didn’t you tell me no one had been here? {Shakes his finger at her.| My little song-bird Ty
] tr gt

Resume M must never do that again. A sgng—bird must I?a ve a clean beak to cb{}p with—no false notes! 'H‘j Ul
h Vo, [z?u[s his arm round he‘r vwz:.sr.] That is so, isnt it? Yes, [ am surc 1t 1s. [Le::s hergof We ~#it ¢ thilda
sradl eemie | will say no more about it. [Sits dovwn by the stove.] How warm and snug it is here! [Turns Fone. Gurck
, W}i"" rt‘. J over his papers./ .
. byt hyg -

NORA: fafter a short pause, during which she busies hersclf with the Christmas Tiee. ] Torvald! 4‘%2/
n

fa,

' ¢ (CQ a |
Third Workshop: Self-selected Monologue 7o, . |
Focus: characterisation, physicalisation, vocalisation and interpretation o
In this workshop we were asked to pick a character from the play and '
work on a monologue using dialogue from the play. I chose to play
Torvald Helmer in the last section of the play when he discovers Nora’s
lie. I would need to focus on all the elements for our exploration and use /f

/7 Stanislavskian techniques to help create a real and believable character. I R ZA
first experimented with Helmer’s physical actions, 1 first thought about ﬂ
staying true the social and cultural contexts of the play and have a suff . t A

/ upright posture, however this didn’t feel appropriate to the nature and I ¢
tried a more relaxed posture, in which I allowed myself to lean and slump e,aj

v under the weight of my emotions, I felt this more appropriate as this is the / 7/62%/(
first ime we see the real Helmer. T would have to develop the character of e
Helmer as well, I felt this would be a completely different Helmeér to the ' '

v patronising and self-important man we are used to. Helmer would be 9
beside himself with rage, which I thought he would be very uncomfortable %

S in this situation and would therefore use many pauses and pace the room. €~ & ‘7

I created a character trait for Helmer, which was to clutch the back of a £ < JQ“‘
/ chair when I was talking to Nora in anger, this would create a more hr ol
believable character if he had something identfiable to mark him. I used /g""-.xq_k
emotion memory, to try and find the extreme anger I would nced as an “ c.az
/ actor and to try and find how I would show that in my movement and /3% e
voice. | found that I furrowed my brow when recalled the emotion and )
e tensed my hands at my chest. I then tned to find an appropnate place to 22»_./
f(b(f},

%u

\




include this in my monologue, which would give my reaction a sense of

realism.
Pace “w av‘jlo.ﬂ- | ‘-’C"Au ?“;. i L}.“J l}u“ G‘i;h \N) \‘U N\- H”“J“
[T TR LA IS faalrqul,of br silgner
e piece Helmer: (Walking around the room) Oh, what 2 dreadful awakening! For eight i, b.itd
whole years- she who was my joy and pride- a hypociite, a liar- worse, worse- a T eunnch shidy) b

Mlame o oo crimunal! Oh, the hideousness 'of ! S])@c on you, shame! (Stops in front of her). I 44y 4t 4 a
e j~3 . ought to have guessed something of this sort would happen. I should have foreseen (7~} ~al.
f .H J 3 l}y it all your father’s recklessness and mstability- be quiet! - I repeat all your father’s |, fore L1 L td
woner | AR recklesstiess and Instability he has handed on to you! No religion, no morals, nno vory ow J.Iy % to
o, } kit / sense of duty! Oh, hoe I have been punished for closing my eyes to his faults! I did’\ JJL }
Jgnonic it for your sake. And now you reward me ke this. Now you have rumed my whole 1 ., : ‘; cack we
Souk o b, future. Oh its too dreadful to contemplate! I am in the power of a man who Is Fow dolreerance :
' . without scruples. He can do what he likes with me order me to do anythingand I} [ 574 go” p aske
chair oo ) dare not disobey him. I am condemned to humiliation and ruin simply for the  J 1¢, w4t v F and |
Lely- o) H‘ 4 weakness of a woman. Oh don’t be melodramatic. Your father was always reading  * Jou} b relods amak |
with that kind of remark. How would it help me if you were gone from this world as At b He wand, ‘
you put it? It wouldn’t help me in the slightest. He can stifl make all the facts public; = canvig~y
and if he does I may quite easily be suspected of being an accomnplice in your ' koo Lok
$hod i beost - crime. People may think that I was behind it- that it was I who encouraged you! ~ ﬁ"r_‘i_ ‘L. N " o
2} ber, And for all dus I have to thank you, you whom I have carried on my hands through prre (f:hwmr .
all our years of marriage! Now do you realise what you've done to me? It’s so A B
, unbelievable T can hardly credit it. But we must try to find some way out. Take off ~ Be gin peciny b
fiepe bibion i}w}'f__gbar shall, Take it off I say! I must try to buy fum off somehow. This thingmust be o« ynicibe w~
hushed up at any price. As regards to our relationship- we must appear to be Iiving 1), 11 pro uf

Ty l'ou "““cl" ) J:‘J“‘J"-

together just as before. Only appear of course. You will therefore continue to reside )
Auik i‘ Lo T Tere that 1s understood. But the chuldren shall be taken out of your hands. I dare  $p2¢ ok Fosfow
aptent” on no longer entrust them to you. Oh to have to say this to the woman I once loved so down 04
apfear dearly - and whom I stifl-  Well, all that must be finished. Henceforth there can be I eeguin
no question of happiness we must strive to save what shreds and tatters we can. v om poinet.
delive s ‘i 89 ouh e Th a-aJ,'u-“’_- -~
Fourth Workshop: Characterisation, VAS elements, Interpretation and ~ ey
Vocalisation. ' Ty f& T -
In this workshop we would prepare to perform duologues of certain ~ %‘:( Y, %;bﬁ ;
J sections of ‘A Doll’s House’, I was given the tarantella practice involving C"*?Z L
Nora and Helmer. I was to play Helmer in this scene, due to the nature of %’"vzﬂ%
the dance we would have to pay special attention to the visual, aural and .~ 5
/ spatial elements of the scene in order to create the sense Nora’s panic and g
worry at Helmer discovering her secret. In my characterization of Helmer ~ %‘(
I needed to acknowledge his mind set at this point in the play. Helmer 1s $ o
currently unaware of the rift in his life, and would therefore maintain his “
/ composed and dominant nature. To communicate this the pace in the
deliverance of my lines would be very slow and deliberate, which would be e s
in stark contrast with Nora’s lines, my posture would remain upright, s, ‘g ot
¢35,

/ which would be suitable to the social context of the play. I also paid S

.



attention to the vocalization of the character and adopted a pompous
upper class tone to help create the arrogant, ignorant character of Helmer,
for example “‘Well? May I venture at last to come nto my own room
again?’ In this line I would deliver the ‘well’ very overdramatically, this
would suggest that this is ironically such a ridiculous idea, and would

reinforce Helmer’s arrogance. I decided that the scene needed a lot of /2
energy and pace to it, this would hopefully communicate Nora’s panicat ;7 ° - .
Helmer discovering the truth. At this stage in the play Nora’s character 1s e g

fraught and torn by the events of the play so far; therefore she would speak L
very quickly and have the majority of the movement in the scene. To help
create the pace of the scene and movement, we improvised a scene in

“which I was trying to get to a door that Nora didn’t want me to get to. This
would create the speed and some action of the scene. We found that when
I looked at the door Nora had a tendency to block my eye line; this would
be useful in our scene and then incorporated it into the scene. I felt that 1 ey
Nora would follow Helmer round during the scene, creating a very small 4
focus for the scene.

Fifth Workshop: Physicalising the Role of Helmer in an extract from Act 3

Focus: Practitioner, Language, Non-verbal communication, Practitioner.

In this workshop we focus on a Stanislavskian technique known as

‘Method of Physical Actions’ in which the actors are trained to focus ﬁ, o
absolutely on their movement and actions. In the first activity we had two

people read the script whilst, two actors follow the script following the stage

directions precisely. I was an actor moving on the stage. We then added

our own movement in reaction to the lines. This was very useful as it - %

allowed for a natural first reaction to the lines which would be useful to T, V2
include in a naturalistic performance. Qur reaction was based mainly on 2 ““'Q
our interpretation of the language, for example ‘Shame on you, shame.’ 1 / |
would look away from Nora however this is my reaction not Helmer’s. v;a
Therefore the rest of the group then asked questions of our performance L
such as, “Why did you slam your hand on the table?’ this allowed us to

consider whether certain actions were appropriate to our character, and

whether they were necessary. This would give us a greater understanding of

the non-verbal communication in the scene. I felt I had a greater A
understanding of how Torvald would react physically to certain lines. We ’ Ve
then looked at the given circumstances to gain a greater understanding of R
the characters’ feelings at this stage of the play. This 1s a different Helmer A s
from the one we have seen throughout the play and he does therefore not \
be consistent with his behaviour earlier in the play. As a result of this being




a private scene Helmer does not have uphold his precious reputation and

can show his full outrage. Helmer would not be thinking about the ‘,
consequences of his actions as he is ignorant to the end result of the play. .
All of these given circumstances seem to result in Helmer being : A
unreservedly angry, and reacting in way we have never seen before. . 4
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1. Bare set with hitle furniture
contradictory to Ibsen’s stage
directions in the creation of a
‘tastefully and comfortably’
decorated home. I have done tus 2. I chose to incorporate Rossetti’ s

to explore the couicept of a painting of Fauny Cornworth on

3+4 T chose to accentuate the role of
lighting in my production following the
idea of a less Naturalistic set for a towring
company. I would use lightmg to

.| symbaolize the slow destruction of the
mmage of the Helmer’s ‘dall honse'.




touring production of ‘A Doll’s
House’ and also using elements to
communicate the affluence and
luxury of the Helmer’s lifestyle,
and how this is ultimately
destroyed. I have considered the
contradiction to the playas a
Naturalist one but feel that the
beauty of the play is in the
message and the story, which
would be better enhanced
through other mediums such as
the lighting and acting style which
would remain incredibly
Naturalistic, in aiming to suspend
the audience’s disbelief and create
the atmosphere through the acting
mnstead of the set. /

pauiutig Ol Pdllly GOTIIWOLITIE On
the back wall. This pre- Raphaelite
depiction of beauty would be the
ilusion Helmer has of Nora. It also
communncates Helmer's ignorance
and stupidity as this painting
conveys the power and strong

image of the Helmer’s ‘doll house’,
Lighting within the walls of the house
would have the focal point of the fireplace,
which is a symbol of warmth and comfort;
this would have a strong red, vellow and
orange lighting. In contrast with this

Costirme

I would keep a naturalistic wardrobe this
would again help to create a realistic
setting, instead of a set. it would also aid
the actors in the creation of their
character and in the audience’s belief in
the character. V;

minded individuality of women,
Helmer, would not understand
because of his narrow-minded way
of thinking. v

G Jine
»C‘,'M_ et

outside the walls I would have strong ice
blue lighting this would be a '
representation of the impending
forces/doom from the outside e.g.
Krogstad, As the play develops I would
bring up the blue light and dim the
fireplace, which would represent the
descent into destruction.

i
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5. The walls of the house would be key
to my touring production of ‘A Doll’s
House’ Nora’s slamming of the door at
the end is a metaphorical destruction of
the ‘doll’s house’ that Helmers exist in,
However this powerful metaphor would
1ot carry as much gravitas today as
previous audience and so to
commuuicate this power I would
physicalise the destruction by pulling
down the wall’s of the sets the door




o

%

(A

/

¢ /seen by the audience but
?\6\ 4 Edmund to communicate his inner feelings through non-verbal

Exploration Notes: King Lear

The Social, Cultural, Historical and Political Context of King I ear.

King Lear is based in Britain with the King dividing his kingdom into three for
each of his daughters. ‘Give me the map there. Know that we have divided In
three our kingdom;’ Lear decides that his age 1s preventing him from
governing We can assume as actors that this may cause a great deal of turmoil
in future years over the share of the land. This draws parallels in history to
Henry VIII and how he divided the kingdom into religious factions through
the creation of the protestant church, which then caused years of conflict over
the religious predilection of the country. This 1s of historical relevance to an
Elizabethan audience as to them this 1s recent history, and would therefore
mean that the audience could have a greater understanding and empathy with
the text.

First Workshop: Act I Scene 1 Lines 1-33

Focus: Non-verbal communication, Characterisation, VAS elements.

This scene is the exposition of the play with Kent and Gloucester discussing
the events that have taken place before the acton is set. In this scene
Edmund, Gloucester’s bastard son, Kent and Gloucester himself are
discussing politics and the division of the kingdom. In this scene I played
Edmund we were asked to rehearse and perform the scene paying particular
attention to non-verbal communication. To begin with we ran the scene
hoping to gain our natural reactions to the text we then moved on to
discussing our characters’ feeling. This brief characterization would hopefully
establish my reactions to the discussion. I felt that EFdmund would feel
vehemently angry about his father’s frivolous discussion of my orgin and what
will eventually determine my life and lack of inheritance. I would need to
communicate this through my non-verbal communication as Edmund has few
lines in the scene. In this %%ne it was important that Edmund’s face could be

; £ Glolicester and Kent ggﬁ[a pef; this would allow

N

communication. As a result we blocked the scene so that Edmund remained
upstage whilst Gloucester and Kent moved downstage. Our set would be a
table on which a map would be placed this would create a focal point for the
audience; Edmund would remain here so that the audience could still see him
whlst the action of the scene took place at the front of the stage.

\ A

)
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Act 1, Scene i

JWOU‘LJ 3[0‘{&1' OMJ

King Lear's palace nol Lalk y _
Enter KENT, GLOUCESTER, and EDMUND MR
_quq;‘nj ,.-.J Ji'.;-'a eres :

KENT: I thought the king had more affected the Duke of 1w ket o d Eloucer b,

Albany than Cornwall. conversa Fean
.' [ IJ L ,’ 3y ’
the bable 00 d GLOUCESTER: It did always seem so to us: but now, in the
read Fhe g I3 division of the kingdom, it appears not which of
the dukes he values most; for qualities [equalities] are so
weighed, that curiosity in neither can make choice
of either's morety.
KENT: Is not this your son, my lord? - Here sy a then k. sou ld
(ha“) wp . when “’c
GLOUCESTER fonveErsyu I‘J‘on ““ - ﬂﬁ‘j
Heve } weald losk His breeding siv, hath been at my charge. I have Fo ~e (o ing
! J S0 often blushed to acknowledge him, that now I am
Con fuse /J(urra...uﬂ%z} bIHZCdtO it ‘?"\3 ﬂstenl(.
""‘lJ “'ﬁul \}..\ 'r
W\ KENT
. \x& ' \< g I cannot concerve you.
N GLOUCESTER
Sir, this young fellow's mother could, whereupon ~ | would  ho- ibace
she grew round-wombed, and had, indeed, sir, a son it ,‘311‘ aF
Jor her cradle ere she had a hushand for her bed, G loaceshers be }
Do you smell a fault? a /,’,-,,J iag an /
_ KENT I'a }enu, They
I cannot wish the fault undone, the issue of it would tonnuaicats
being so proper. Ny hobeed ;l“'
G'ieu (el"er al‘ }la';
GLOUCESTER

. ~ Gvem "_
But I have, sir, a son by order of law, some year

elder than this, who yet is no dearer in my account
Though this knave came something saucily into the
world before he was sent for, yet was his mother
fair; there was good sport at his making, and the
whoreson must be acknowledged. Do you know this W ben 1 oan addrend

noble gentleman, Edmund? R P T Y N PI
fbi,.“" ko Urr‘r'a ¥ ;'pJ-'(ﬂJ
EDMUND ny dhallon  nghuee

No, mylord ~ [ .. H,wsl Clovecesber achs
~eE g ?u@.‘r";‘oh ] L:aulj /.[on'

O IJ q I‘ A'fn } (Onv:"y:'.%‘fv"/"‘v_,

) v
GH“DJQQ(P d/. l"t\, -\'15{!’}7



GLOUCESTER
(to Edmund) My lord of Kent. Remember him hereafier as my
honourable friend.

EDMUND T 1 L Icaj
My services to your lordship. = My bew ¢
ﬂnJ qu }L-‘J JLQW‘J

KENT ,:J -l focal hunger
I must love you, and sue to know you better. L) e 3
EDMUND S ey e M Ak

Sir, I shall study descrving

GLOUCESTER
(to Kent) He hath been out nine years, and away he shall
again. The king is coming.

Second Workshop: Act 2, Scene 3
Focus: Characterisation, VAS elements, Vocalisation, Non-verbal
communication, Interpretation.

In this workshop we were asked to rehearse and perform a chorus
interpretation of Edgar’s transformation monologue. We therefore took a
great’deal of techniques from the Greek chorus performance, such as
spﬁ?atking and moving together. This was appropriate because in this
onologue Edgar develops the persona of ‘Poor Tom’ a madman beggar,

/ and so many people delivering the lines would create the sense of multiple

J/

personalities. We staged the piece in a rising triangle, with one actor at the
front three behind him and then a further three behind them. Each level
would be higher than the last; this staging would create the effect of an
overwhelming power, which would be symbolic of the madness in Edgar. In
thé beginning section of the piece, Edgar has just run from his pursuers, we
Had to communicate this to the audience non-verballyy we therefore decided
to synchronise our breathing and look around the stage. The strong visual
impact of the symmetry would create a strong segtse of panic and
communicate Edgar’s situation to the audien@;ft‘ would alsq/éreate a
hypnotic effect on the audience and draw them into the drg;ﬁa. We divided
the monologue up between the actors; this would hopefully create the effect
of the different forces being exerted on Edgar. I felt that the interpretation of
the monologue as a chorus piece was appropriate and helped to
communicate Edgar’s transformation into ‘Poor Tom’ effectively, it had a

 greater impact and marked the monologue as a significant piece within the




play. For certain points in the monologue we used chorus movements to
communicate the lines to the audience and help to create a greater
understanding. On the lines ‘No port is free; no place’ the chorus used their
arms to create a barrier around he front actor; this would hely in the non-
verbal communication of the ¥ne and give a sense of entragment. The lines
‘To take the basest and most poorest shape’ were delivered by an actor on
the top level on the stage, this was reg;eéentative of Edgar’s prior

\/ supremacy, the actors on either side then dragged her down, this would help
to non-verbally communicate the pieaning of these lines as Edgar’s choice to
become the persona of ‘Poor Toft”. We used vocalisation to create impact
with certain lines in the monologue, for example after the line, ‘with roaring
voices’ the entire chorus screamed this would create a greater impact than
the line by itself would. To create the sense of pity and disgust ‘Poor Tom’
would receive the chorus repeated the lines, /Poor Turlygod’ and ‘Poor
Tom’ in high pitched keening voices, this Would create the atmosphere of
the different voices talking to ‘Poor Tom’. I played Edgar in lines 9-20, I
had to create his character as this would determine how I would deliver my
lines. As I was restricted in movement by the staging I would have to
communicate much of my emotion vocally. I felt that Edgar was between
himself and ‘Poor Tom’ and as such would still speak in his own voice, but

4

he would talk very quickly and loudly at points as he makes the
P

transformation into ‘Poor Tom’. In my section of the monologue Edgar
describes the process he will undergo in transforming into ‘Poor

would therefore change between a steady pace and very quick;y(}s would
communicate his anger and frustration that overwhelms him.

EDGAR - Ef(a"j‘;“g “’,J Iﬁﬁ"‘-"j
I heard myself proclaimd;
And by the happy hollow of a tree ] 4l
Escaped the hunt. No port is free; no place, ~ Arns arewr o /
That guard, and most unusual vigilance, Comanunica }""J enbeopaen
Does not attend my taking. Whiles I may scape,
: T vill preserve myself: and am bethought

Rebleca Jra 33*'} ~ To take the basest and most poorest shape
down  commanliu /‘-:':y That ever penury, in contempt of man,

tle dimes Brought near to beast: my face I'll grime with filth; - De livers /o low ly a i
he aniug Blanket my loins: elf all my hair in knots; tonbrashing  fe mpo-r lJ '
And with presented nakedness out-face ko M previcas Lne 3

The winds and persecutions of the sk PN Lo kg ~y J e I %

. The country gives me proof and precedent ;
o Of Bedlam beggars, who, with roaring voices, - i creqn, Fone . 7
q uet q depicg by Strike 1n their numbd and mortified bare arms Tneveasn J vo I..,“ [OUNJJ
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Pins, wooden pricks, nails, sprigs of rosemary;
$howkiny o~ And with this horrible object, from low farms,
fngte w [ Poor pelting villages, sheep-cotes, and mills, :
Fle injwbcdSometime with lunatic bans, sometime with prayers, oy
Enforce their charity. Poor Turlygod! Poor Tom! -~ Acte~ ’ L’J A )

That’s something yet: Fdgar I nothing am. eihaes Jrom thove,.

Third Workshop: Act Three, Scene Four Lines 18- 178
Focus: Interpretation, VAS Elements, Non-verbal communication, Vocal
awareness, Characterisation, Language. '

In this workshop we were asked to create an interpretation of the scene on the
heath. I was to play Edgar who at this stage of the play is feigning madness as
‘Poor Tom’ When preparing for my character, I paid a great deal of attention
to his monologue, ‘Brought near to beast: my face I'll grime with filth; blanket
my loins; elf all Pi{y hair in knots’ the language in this line influenced my
movement he}i{;ﬂy when playing Fdgar. I took beast literally and developed a
bestial, loping, hunched movement, which would reflect the description in the
monologue! this would create a consistency in aly character. I also focused on
my use of my eyes. I used the Stanislavskian technique of ‘magic if’ in this case
I thought that ‘if’ Edgar had been in a dark/hovel for a long ime he would
have large eyes, I therefore had large, intghse staring eyes, which would
hopefully create a convincing madness. en it came to the vocalisation of
Edgar 1 looked at the monologue again. ‘Of Bedlam beggars, who, with .
roaring voices.” The suggestion of ‘voices’ made me think that Edgar would & 3
use more than one voice, one high pitched and one low, and the use of a & ;g
regional accent. However this became confusing and ineffective as it was af®
difficult to change between the three voices. I still wanted to communicate the * %
idea of multiple voices and a completely different Edgar. I decided tousea  yo o
high-pitched keening voice, with an accent, I also decided to deliver many of »

my lines at great pace; this would hopefully communicate the idea of a stream

of consciousness. This was very effective at the communication of Edgar’s

madness. Throughout the scenes I was in [ maintained this ‘madness’. In our
interpretaton we wished to focus on one of the main themes of King Lear,

sanity and madness. To do this we used VAS elements and nen-verbal
communication. Our staging was several rostrum arranged An a catwalk with

three platforms adjacent to it upstage. The would create 4 visual divide on the

stage, we would then split these sides into sane and-mad, so King Lear and

Edgar would be on one, whilst Kent and the Fool would remain on another.

This would create a clear divide for the audience. We then wanted to

reinforce this separation through non-verbal communication; this meant that




the Fool and Kent would look at each other in disbelief and worry, whilst
listening in on Lear and Edgar’s conversation, whilst Lear and Edgar would
only look at each other on their side of the stage. This was effective at
communicating the themes but became awkward for actors wishing to move
around the stage. An alternative would be to just have an imaginary divide and
not a physical one, although this may not be as powerful. /@ PR «
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‘On The Waterfronf packs real punch it both its delivery and stvle’

Nearly everything Steven Berkoff does causes a stir and directing and starring in ‘On The

Waterfront’ is no exception. Previously Elia Kazan’s 1954 masterpiece about mob corruption

on the New York docks, and a down and out ex-boxer who is looking to turn his life around;Ais

now a much talked about play. The performance is no let down,Many fans of the film will

remember the monochrome charm of the film, none of which is lost on the stage. A Statue of

Liberty cut out holding $tevedores hook dominates the set and is bath a commentary on the A

nature of corruption within the play. The mob even has the Statue a symbol of freedom G"ﬁi"‘

seemingly within their grasp. The other striking thing about the set is how simple it is, only two c“‘é( ‘k.:b

lines that intersect each other and some chairs are all Berkoff and his 12 man ensemble need :

to create a mob hideout, the streets of New York and at one inspired momemﬁpigeon coop. A “g_

The simplicity and stylised nature is just what to expect from Berkoff but it works a charm. :ﬁt‘-o(—“
R

The lightting creates much of thé scenery cleverly and simply, the lights light up the lines to

create the busy streets whilst the actors rush up and down, whilst the spots widen and change

v tocreate different rooms quickly, which aids the pace of the production. However the pace of

the production is created mainly by the excellent live drumming provided by Mark Glentworth,
whose jungle drum beats create the hustle and panic of the streets whilst adding palpable

v tension to the performance as well. The heavy sounds of the drums underlines the swift and
smooth movement of the actors across the stage.

v )

: The simplicity of the cosHime meant that swift changes between characters was achieved

smoothly and quickly, as the gangsters transformed into shipyard workets in an instant. The

v use of period costume made for believable characters but did not distract from the pace and
synchronicity of the piece. One of the only préps used in the production was the stevedores ‘574;4
hook, used in a wonderful choreographed piece of work at the shipyard, which helped to i v

y

e 20

communicate the concept of a brotherhood that is one of the key concepts of ‘On the
Waterfront’. Throughout the piece the smooth choreogfaphy is used o {ull advantage in
communicating the sense of brotherhood and belonging that is felt by all men of the shipyard.

The play isn’t far from a Greek tragedy with all the elements explored, and Berkoff's ﬁ?’*{‘,
fr

./  impeccable chotl work appears to echo this idea. The excellent slow m¥6tion movement ~ i

together across the stage works excellently to create smooth changeovers from one scene to
another, whilst the choreographed work in the shipyard sends a clear message of brotherhood
that the workers must feel. At one stage the ensemble goes as far as to create an excellent flock
of pigedns, in an almost seamless change. Almost everything in the show is mimed including
the cups and table of the bar; this helps rather than hinders the believability of the piece with
excellent mime and c&ncise chorus work. This use of chorus movement and tabluex underlines

v/ the message of belonging to a group, which is at the heart of ‘On the Waterfront’. The extent
of which is demonstrated in a beautiful moment when the entire chorus create the mobster

/ Charlie’s car, through the power of their own voices, a remarkable feat indicated by nobody in




the audience seeming to realise that the ensemble have been unflinchingly running the car for
over 3 minutes, whilst Terry and Charlie have a fixating confrontation.

The use of slow‘t{Otion in this piece is of an extremely high standard and is effective in its
usage. The death of Joey at the beginning of the show is created in a excellMit fashion as the
actor falls slow motion, surrounded by the ensemble, the sense of falling is created so
convincingly, the audience can almost imagine him falling from a grea{ height. This avoids a
clumsy death or it not being witnessed at all, which would not create the full impact of the
mob’s violence and mindless killing. This extensive and effective use of slow motion creates a
distinctfy style within the play. This juxtaposition between the pace of delivery and slow
motion %ction gives the audience time fo reflect, which is what Berkoff intends to do educate
the audience in the moral of the stor¥.

The performances are also of a very high s{édard. Simon Merrells creates a swaggering, but
ultimately mislead young man full of foot-stamping angst and afnbition, who by the end of the
night has the audience completely ott'his side. Antony Byrne and Vincenzo Nicoli both also
lend excellent support. Berkoff himself also makes for a formidable Johnny Friendly; however

#

g
e
Ry

A
X

%‘Q{;\

the speaking needs work as Berkoff’s distinguished London accent occasionally appears out of 2

place in downtown New Ydfk. All the performances are extremely naturalistic with some
convincing and three dimensional characters cteated{vithin the piece, although the direction
itself is very stylised, the work of the actors helps to bring the story of ‘On the Waterfront’ to
life wit@éonvincing and well constructed performances. '

Like Terry Malloy ‘On the Waterfront’ packs real punch it both its delivery and style and is a
thoroughly well conceived and rehearsed piece of theatre. Berkoff's unique style again lends
itself easily to another format, and works excellent; it deserved the warm applause it received.
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Commentary on Exploration Notes for Candidate G: Joseph

What the Moderator says:

This is a concise set of notes with responses to the tasks set by his teacher that
show insight and understanding. This work is excellent, but not outstanding.

What the Principal Moderator says:

This is an excellent set of notes. They are set out as a series of workshops
exploring the two texts: A Doll’s House and King Lear. This format ensures the
candidate has the best chance of linking his growing understanding of the texts
very closely with the practical exploration of those texts. Each workshop deals with
a set of exploration elements and from the first paragraph we see this candidate
has clearly grasped the need to communicate how his practical drama has helped
him get to where he is now.

Workshop 1 focuses on the SCHP contexts and the work of the practitioner,
Stanislavski. He connects the context very clearly with his own growing
understanding of the play.

The second workshop looks at language and vocalisation. This is an excellent idea
as it prevents candidates setting language aside from the other elements-
something that came up many times this year. His use of text and annotations is
excellent and the notes show how well he explored this section of the text.

The monologue workshop was another excellent idea, as it brings in the first
element of Unit 2, section A. Joseph shows excellent use of Stanislavski techniques
throughout this section.

The fourth workshop focuses on VAS, interpretation and vocalisation. Highly
practical, these notes show a growing understanding of the text through clearly
focused drama exploration. The last workshop looks at non-verbal communication
and practitioner again. This repeated use of elements means he can show both his
understanding of the text and his knowledge as a drama student. The design
diagram adds to this.

For the second text, a similar approach is taken. The whole package is an excellent
example of a genuine drama student’s approach to difficult texts.

Band 2

Commentary on Evaulation of Live Theatre for Candidate G: Joseph

The candidate has written an outstanding evaluation that is genuinely fluent, giving
a real sense that he enjoyed the work. He fully analyses both performances and
production in detail, bringing in his knowledge of practitioners and different
theatre movements. Every opinion has an example attached. His enjoyment of the
production is evident from the start and it is clear to the reader how the work
achieves the marks it does.

The quality of the written communication is outstanding.

Top band
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