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AS 
                         A Dolls House 

Unit 1

This scheme follows practical and research work on melodrama. 

Homework: 
Read the whole play.



Research Stanislaviski 



Research social/cultural and historical period of the play. 



Research costumes 1879 



Research Norwegian history 1879 (Danish influences) 

THE PROCESS.

1. To read the play as a task for homework      

2. Discuss their first impression of the play and characters. (Visual images) 

3. Read ACT I together and improvise around the text. 

4. Read ACT II and improvise around the text.

5. Read ACT III and improvise around the text.

6. Discuss and make sure that all the students are familiar with the characters and the plot of the play. 

Read and discuss: Stanislaviski = method acting 

Stanislaviski Super-Objective – Units Of Action 

Written 1 Plot/sub-plot 

PRACTICAL EXAMPLE: 

Think of the super objective been the final aim for this lesson. To fully understand what Stanislavski means by the term, units and objectives. Think of the objectives been the key points of learning within a lesson. Think of the units been what work we did to get to the objectives. The filling in, how we came to understand the meaning of the terms.   

UNDERSTANDING FOR USE AS A PLAY: 

1. Take a play you are working on. Make sure it is a play you know well. Write ten to fifteen key points, which show the running of the play in order. These points will become your objectives of the play.  (A summary of a play)

2.  Take any place between two points, (objectives) and fill in the detail. This will become the units of the objective. (A scene in detail.)

3. Now use one line to describe the whole play. This becomes your super-objective. Try to identify where one unit starts and where the last one ended. A whole breaking down of a play. A great help to you when studying any play. 

Coursework: 

Plot and sub-plot. 

The plot is outlined and described concisely and in some detail. One or two features of the plot are remarked upon. 

(1 side A4) 

Practical 2 

Students can discuss and explore the subject matter outlining different possibilities. Reference is made to a number of ways in which the subject matter is treated. 

Identify any themes or issues addressed by the play.

Order them with the most dominant one first. 

Discuss: Using the research found, what was it that gave women the idea that they could change their role? 

Explore through improvisation: 

· The submissive wife 2005 relationship with husband 

· The submissive wife 1879 

     Explore and discuss through improvisation: 

· Lower class husband and wife relationship 2005

· Middle/upper 2005

· Lower 1879 

· Middle/upper 1879 

Question: 

· Does class have an impact on relationships? 

· How does the role of the women change with the class? 

Written 3: 

Contextualising the play. 

The social, cultural and historical context of the play will be discussed in some detail and the relative importance of each factor in the writing, producing and the interpretation of the play will be considered. 

Read the front of the text A Dolls House. 

Discuss: 

· A problem play

· A well made play

Using the research discuss the impact this play would have had on the audience in 1879. Compare this to a modern audience. What would you have to change about the play to keep the interest of a modern audience? 

Social 


Writing

Cultural 

Producing

Historical 

Interpretation 

Contextualising the play.

Complete coursework 1 side of A4 

For the next lesson you will need to bring a photo and /or piece of music that holds a memory for you. 

Practical 4: 

Characterisation: 

Characters are explored in detail with a valid justification given for the proposed interpretations and with some practical insights. 

Hot seating. See GCSE scheme sessions 3 and 4. Explore Nora and Krogstadt. 

Stanislaviski Super Objective understanding a character.

UNDERSTANDING AS A CHARACTER; 

Do the same again but this time concentrate on just one character throughout the play. 

Character's super-objective. (Their main aim in the play)

Character's aims within each scene. The objectives. What did they do to get to their super-objective? 

Character's units.   How they came to achieve their objectives. What did they do to get to their objectives?      

EMOTIONAL MEMORY.              PRACTICAL.

Just as your memory can bring back things you thought you had forgotten, so the emotion memory can bring back feelings you have already experienced. 

MEMORY FROM A PHOTO: Bring in a photo that will provoke a memory of some kind. 

SOLO OR SMALL GROUPS: In groups you will have to share that memory. Create a scene using all the emotions that you can remember. 

Task:        Find a piece from one of the plays you are working on, that brings back a particular memory for you. A personal memory not something to do with work we have done.                                                                                                                                                 
MEMORY FROM SMELLS; 

Teacher will bring in to class a selection of smelly things. Using blindfolds, each student will be asked to smell one thing. They will then be asked to think and try to recall an emotion, which fits the smell. Each student should try two or three things to get a contrast. It is not important what you remembered, but that you did remember your emotions. Be very careful not to remember an action but an emotion, this can be difficult as many actions direct our memory.                                                                                                                                                  
MEMORY THROUGH MUSIC; 

BRING IN, a piece of music that holds a special memory for you. It can be a happy or sad memory. Music has a very strong effect on our emotions. When we have been chucked, we usually listen to songs about that sort of thing and this makes us cry more, yet we continue to do it. When we are in love, we listen to all the songs about love and future. How many couples have their own song? Music creates powerful memories. 

(Possible act out the memory: or just discuss and understand why we say that  '' this song (film) always makes me cry.'')

Task: From the text draw as much information as you can about the characters and the relationship between them. (Individual character studies)

Practical 4: 

Characterisation: (continued) 

Stanislaviski - IMAGINATION.

To make the crowd believable. To be in a crowd is just as important as to be the main part. It is up to the actors to make their part believable. The actor must think about four things to help him build his part. CHARACTER, PAST, PRESENT AND FUTURE. This connects with ‘‘ENSEMBLE’’ all of equal importance. Some resemblance to Brecht's Epic, (check). Reflects, John O'Toole, The process of Drama. 

CHARACTER:          

Must know detail about the character. Name, age, hobbies, abilities, relationships, music he likes, what newspaper he reads, things he does not like ECT...

PAST:

Where they have come from? What they were doing before? When did they last eat? What was the emotion like of the place they have just come from, ECT...

PRESENT:

Why am I in this crowd? Did I mean to be here? How do I feel about been here? What is the weather like now, the ground is it raining or has it been? Ect....

FUTURE:

What is going to happen after this? Where will I be going? What was my plan for the day? Ect...

Task: Find a moment in the text for one of the characters and identify their 

Past, present and future.       

IMAGINATION; 

LOOKING INTO A PHOTO:

The past, what happened just before the photo was taken, one hour before, three hours before? The present, what are your thoughts at the time of the photo? Where exactly are you, and what is around you?  The future, what will you do next? Five minuets from now? 

IMAGINATION:

Find a photo or painting, construct a character study from the picture. Think of a list of questions you would like to ask this person if you were to meet them. Share your ideas. With this information form an imaginary life of this character. 

                                                                                                                                                                             IMAGINATION.

Choose a character from a play you are studying. Go through the play and find out as much as you can about this character, and what other characters say about your character. Put all the information together and build up an imaginary life for your character. 

Practical 4: 

Characterisation: (continued) 

WAYS IN, WHICH AN ACTOR MIGHT REHEARSE.     

· Look into what might of happened before.

· Frozen picture of the whole scene, bring it to life one hour before or two days before.

· Frozen picture of the whole scene, bring it to life just after the scene or two days latter.

· Improvise around the script.

· Or.

· Take out certain words that the characters say which are of interest to you, and then use them to create the improvisation.

· Write a letter in role to one of the other characters.

· Hot seat in role one of the other characters that you have a relationship with.

· Establish the setting of the scene and make a visit to a similar setting. Example, if the play is set on a building site it would be helpful for you to visit and spend time at a real building site.

· Use ‘emotional memory’ and think back to a similar occasion. You could relate your character to a person you know.

· Research into the period and setting of the play. Example, if the play were set in 1920, then it would be helpful to find out as much as you can about what was happening at that time.

· Drawing up a full character study would be helpful.

Written 5 Visual, aural and spatial elements. 

The relative importance of visual, aural and spatial elements in the play are discussed in detail and two or three clear examples are given of what this might communicate to an audience. 

Visual = what we see, costumes and set. Lighting. 

Aural = what we hear, voice, sound and music. 

Spatial = the space used.  Stage. Space. 

Costume: 

''The actor must believe in the given circumstances: through this belief she or he will be able to function at a higher level of involvement. The goal throughout is a quest for truth... ''          

THE GIVEN CIRCUMSTANCE.          PRACTICAL.

DIFFERENT CLOTHS: 

When a play is set in a certain period, the actors have to wear certain cloths, which they might not be used to. The fact that the play is set in a period is a given circumstance; the actors have to learn everything about this period in order to act in it. We want to look at the way different cloths and shoes effects the way an actor moves. 

NEED TO BRING, different types of shoes, dresses, shorts, trousers ECT.... for next week.      

                                Props, box of matches, fake cigarette, walking stick.  Ect....

USING SCRIPT FROM A PLAY YOU ARE STUDYING:  

Try out different parts wearing all the wrong cloths or shoes. Now play the scene with the correct cloths. Discuss the difference. If the circumstance says that a character has a stick, for example, then the actor must learn how to walk using a stick. So the actor must a just to the given circumstances.                                                                                                                                                  
Task: Draw the costumes for each of the characters. Justify your choice. Colour of costume to suit the character. 

Written 5 Visual, aural and spatial elements. (Continued) 

Sound: 

Task: Bring in a piece of music that you feel would suit the play 1879. Discuss your choice. What mood and atmosphere are you trying to create? 

Discuss: 

· The door slam.

· Children playing in the other room

Lighting: 

· Naturalistic 

· No special effects 

· The Christmas tree lights 

· Fire place

· Daylight 

· No technology or little in 1879 

· Colour light for a modern production

· Colours to suit characters and situations, relationships, mood and atmosphere. 


These symbol the light side of Nora’s character as the play unfolds the lights dim. Discuss. 

Set Design: 

· Naturalistic

· Proscenium Arch stage 

Task: Look for evidence in the text where the set is spoken about. 

Task: Draw the set design of your choice. 

Discuss

· The relevance of the movement, gesture, costume, use of props and posture to the period of the play. How this affects the way in which a director might want their actors to perform. Experiment with how you would play these characters. Moving into rehearsal techniques.
· Using evidence from the text, create your own stage design for one of the scenes. (Make sure that the student’s are doing different scenes so that they can learn from each other) Homework.

· Discuss the stage design and how it reflects the mood and atmosphere of the play. (Practitioner)

· What lighting and sound techniques are used to enhance the actors and their performance? The overall visual element of the performance including the use of space. 

Space: 

· Stage
· Distance between characters – search text for examples. 
READ: ‘ Theatre Studies ‘ page 77 ‘Proxemics’ relationships. 
Practical 6: 

Vocalising the Text. 

Students will be able to apply a range of different vocal techniques to examples of the text, selecting the most effective outcomes. The relationship between words and the way they are vocalised will be appreciated and understood. 

· A range of different vocal techniques

· Examples from the text

· Most effective outcomes

· Relationship between words

· The way the lines are said – implying different meanings

· Voice – echo – whisper – volume – pitch – expression

Present the students with a short piece of text; give them time to quickly learn the lines. No more than 5 lines each. The idea is that you run this short scene over and over but each time you add something new and so each time a new element, medium is brought forward. 

They must not change the lines. 

· Both characters are suspicious of each other.

· Subtext. Voice. 

· Tell the students that they will now run the scene but this time they are in the library. 

· Voice. Reaction to environment. 

· Choose three or four different environments and evaluate the difference. 

· Play the scene but the whole scene is echoed by the audience (Brecht) 

· Now choose key words to echo 

· Say each line in two different ways, search for alternative meanings. 

Evaluate the most effective outcomes. 

Task: 

· Search the text for lines that could have a different meaning if said with a different intonation 

· Search for lines which have hidden subtext use this piece for the next exercise

· Shadow tracking – lines are spoken by the actor their shadow speaks their thoughts – remove the thoughts – actors now have to use their voice to let the audience know what they are thinking. 

Written 7: 

Use of language 

A number of clear examples will be given of different ways the playwright uses language and to what effect. 

Read; Theatre Studies Page 9 – 11 

Discuss: 

· The playwrights use of language 

· Naturalistic
· Elements of melodrama throughout he play 
· Middle class Norway (money- Kroner)
· Originally written in Norwegian. At this time Norway was beginning to shake off the legacy of Danish domination. Language still has traces of Danish (try to find an example of this) 
· Unnatural speck – melodrama – Helmer calls Nora names. ‘Quirrelkin’
· Use of metaphors ‘little songbird’ 
· Helmer says ‘My Money’ and calls Nora ‘what a sweet little featherbrain it is.’ Page 5 
· Derogatory way in which he speaks to her 
· Nora changes the way she speaks depending on who she is talking to – search for examples – look for contrast.
· Symbolisiam – macaroons = Nora’s deceit and her own secret life. Search for others. 
· Shows society’s view – women V man – how they talk to each other 
· How the women belong to the men
· Discuss – the more honest the character the more naturalistic the language is. 
· Naturalistic language has subtext – melodrama does not 
Practical 8: 

Applying physical action to the text.

Students will present a detailed exploration of the importance of physical action within the context of a well-chosen section. Practical exercises will be carried out effectively and a clear recognition of how physical actions contribute to the text will be evident. 

Read: 

Theatre Studies ‘Proxemics – relationships’ page 77 (recap understanding) 

Select one chosen scene to develop 

Stanislavski               PRACTICAL.

Identify an entrance, which hold particular importance to the plot 

Always act with a purpose. Find a reason for being where you are. Always ask yourself 'why' am I going there, why am I doing this? 

SPACE: 

Some exercises on entering and leaving the space. Entering a room using different physical rhythms, and leaving in different rhythms. Be clear to justify the reason you are entering or leaving and also make it clear the purpose you want to communicate to an audience. 

VOLUNTEER: 

 Get them to mime opening a door, walking through it and closing the door. Do not give them any reason or story, just do the action. 

CLASS QUESTION;           

Why were you going through that door?  What was your reason? Do you know what is behind the door? Do you have to close the door? 

By asking as many questions as possible the actor will be able to build a scene around opening the door. Using all the information gained.                                                                                

ACT AGAIN: Now get the volunteer to open the door again but this time will full                                           understanding. The audience must be able to read the reasons. 

Identify a stage move, which holds  particular importance to the plot 

LOOKING OUT THE WINDOW: 

WHOLE CLASS SOLO:  ALL DO THE ACTION: 

As if in the middle of a scene, walk across the stage and look out the window. 

NOW ASK YOURSELF: Why did I want to move to the window? 

                                           Did something happen in the scene to make me? 

                                           What speed did I walk to the window? Why?

 Was it the window I was heading for or did I see something that                                                     caught my eye? 

                                           Looking out the window, does it make me feel more comfortable? 

                                           Am I escaping from something? 

                                           What can I see? 

                                           Does what I see have any effect on what I am saying? 

DO ACTION AGAIN: Think about all the possible answers to the questions and think how you, by finding answers to them all, are creating a scene, which has depth and meaning. A real reason for making that love.                                    

Task:     Find an action, stage move, from one of the plats you are working on and try to answer all the questions around the move. Write, in detail, as much as you can about that simple move. 

Practical 8: 

Applying physical action to the text. (Continued) 

Stanislaviski 

CIRCLES OF ATTENTION.           PRACTICAL.

ATTENTION ON OBJECT: 

SOLO:       

Place the object (should represent a prop from the play) on the floor, position, sit facing it, now concentrate deeply on it, take in all its detail.  Turn away and describe the object one by one, in as much detail as possible. 

SOLO: CONCENTRATION. 

Listen to the sounds going on around you, behind you, outside the room. Do this while relaxed and comfortable, sitting so that you get a behind feeling. 

Now allow yourself to concentrate on only one of these sounds and cut all the others out, hold your attention on the one sound. Listen. Now bring your focus back to the object. 

SOLO: 

Sit and focus your eyes on a very small object or part of something. Use all your attention for that small area. Now move your attention to a bigger size area or object. Do the same thing. Now move your attention to a large area and concentrate. Attention changes size. 

COUNT TO THIRTY IN CIRCLE: 

In a tight circle, sitting, count to thirty, then if this is done, count again but this time all clap when you reach a number that can be divided by three. 

WHOLE CLASS: 

Together, move the right arm forward, up and then to the side and down. Then try the same with both arms. Always keeping the left arm slightly behind the right arm. 

These exercises will help you to concentrate deeply and make your attention strong and sharp. Observe and concentrate on people and their nature. Enrich your impressions with music, paintings, and literature. Using it to penetrate into another person’s inner world. Try to understand the reasons for people’s behaviour. Practice this in life as well as on stage. 

Actors, before they go on to stage would get over their nerves by reading or knitting or doing something to take their mind off the nerves. But Stanislavski wanted them to concentrate on the performance and not to take their mind away from it. He wanted them to bring all their attention to the stage and audience. To other actors around them and to the space on stage that they would be using. For an actor, a small circle would be, a table, one actor and what is on the table. For a medium circle it would be, two or three actors and the part of stage where they stand. For a large circle it would be, the complete. The larger is the hardest and an actor may find that they can concentrate better on a small area. So to can the audience, they cannot concentrate well if there are two or three actions at the same time. So a small circle of attention is needed, only one action at a time. If the actors on stage are all concentrating on the same small area then it will be even easier for the audience.  

Practical 8: 

Applying physical action to the text. (Continued) 

Stanislaviski 

SOLO: 

Sit in the middle of a large space. Think about how can you make the audience want to watch you? Is it by what you are doing or not doing? Even if you are doing nothing you still need to hold the audiences attention. How can you extend the focus? (Make it go on for longer) By looking at another person in the space, can we tell what you think of this person? How can you extend the circle? Did you feel that you wanted to do something in order to get the attention back? 

VOLUNTEER:        

Sit alone with the whole class as audience. Do nothing at all and see how long it takes for you to feel that the audience are beginning to lose their concentration. Can you feel it going? 

TWO ACTORS IN SPACE: VOLUNTEER: 

Walk into the space one at a time. Watch each other move and try to tell the audience what you are 

Thinking about each other. You will have to use your full attention towards each other.                                                                                                                                                  
MARKING YOUR SPACE: NEED HOOPS.

Find a hoop. Holding this at arm's length, walk in a controlled way round a space. Can you create solitude in public? Drop the hoop and stand within it. Now make your focus on the whole space. Get rid of the hoop and do the exercise again. You should have a focus, which is clear and concentrated. 

Task: Find from Dolls House a scene or part of one where an actor is holding the space alone. What does he/she use in order to hold the attention? Voice, props, text ET...? Discus 

ADDED:      CONCENTRATION; 

THE BEE:  (MR. BEAN.) 

Teacher is the bee; student must act if and when the bee makes a sound. Set the scene and then let the actor concentrate on the sound of the bee so that he can react quickly. 

CHANGING THE ATTENTION; 

Create a scene where the focus of attention changes several times. 

Example. At a wedding, (if you are the cameras) attention on groom waiting. Switch to bride coming down. Switch to both. Switch to brides family. Back to both, then to grooms Family, then back to both. Switch to the other man at the back of the church. Switch to both. 
TEMPO- RHYTHM IN MOVEMENT.        PRACTICAL.

Each character has its own rhythm and tempo. Two characters run along side each other but they run at their own pace. Each scene has its own rhythm as each play also has its own rhythm. 

DISTINGUISH DIFFERENT RHYTHMS:

1. Choose a character from a play you are working on. Run through each scene and try to            distinguish the character's rhythm and pace for each scene, and then try to find an overall rhythm     for that character. 

2. Choose a second character and do the same thing. Now try to find a point in the scene where the two different rhythms meet. Compare the two different tempos. 

Practical 8: 

Applying physical action to the text. (Continued) 

Stanislaviski 

RHYTHM WITH MUSIC:

Listen to a piece of music, which is made up of four or five different tempos. Devise a piece of drama, which fits the music and its changes in tempo. Think about how the music affects the characters moods and actions. Make the scene different from any play you are working on.                                                                                                                                                 

Task: Choose a character that you know. Now try to find a piece of music that fits that characters rhythm and tempo. 

DISCUSS in class next week. Bring in the music if you can. It may only be possible to find a piece that fits one scene.                                                                                                                                                 

FINDING THE TEMPO: 

You are having breakfast and you are late for work. Try to find the correct tempo for this scene. As an experiment try to do the scene in the wrong tempo.                                                                                                                                                  Write a letter to someone you love. Then write one to someone you owe money to, a creditor.                                                                                                                                                   

CHANGING THE TEMPO; 

You are getting out of bed really lazily and then you remember that you have somewhere important to go and that it is much latter than you thought. Change tempo.                                                                                                                                          Devise a scene where the tempo changes at least four times. Example. Shopping slowly, see someone you do not like and try to avoid them, fasten up a bit. They have gone, low down again. The fire alarm goes off and you rush out of the shop. Fast. Very slow, as you are waiting to be allowed to go back into the shop.

COMMUNICATION.   GESTURE, SUBTEXT.         PRACTICAL.

With other characters and with the audience. Only occurs if actors succeeds in banishing own thoughts during the play. This is difficult because one's own life does not stop when one-steps on stage. A point of concentration helps; solar plexus, point on partner. Actors should not communicate with the audience directly, this occurs indirectly as audience observe communication between characters. To make his work understandable the actor must communicate with other actors and the audience. Except for pantomime, where the actor becomes the reporter.... too close. Real communication holds the audience. An actor should believe in his fellow actor, listen to him, and learn to respond to him.                                                                                                                                                  

COMMUNICATING BETWEEN ACTORS:

Develop this scene. Two secret agents meet in a public place, and one has to hand over to another an important document without been seen. There is a detective in the room and people around, who can see them. Try to pass over the document secretly. You must attract your partner’s attention. Be sure that he understands you and that you react to his behaviour. Possibly take half the class out, the detective and most of the people so that only a few people know who are the real agents.                                                                                                                                                 

SUBTEXT JOINT TO GIVER CIRCUMSTANCES:

Create a scene where you are all together in a room or outside, making shallow chat. One of you receives a letter or note bringing bad news. They try to hide the fact that it is bad news from the other. But through your gesture it is clear to the others that there is something wrong. 

As actors you all know what the bad news is. 

As actors you will be able to support him.

As characters you will not know and so find it difficult to support him. 

A short time to work and show to the class. Audience try to guess what the bad news is?                                                                                                                                                  

Practical 8: 

Applying physical action to the text. (Continued) 

Stanislaviski 

LOOKING FOR SUBTEXT;

In groups form a frozen picture of one scene or action from a play. Build the frozen picture with detail and attention given to the shape of the space. 

Show one group at a time. Class question the group with okay questions, (yes or no) 

Gather information about the picture; try to guess what scene or play this comes from. 

Read the language between the actors position. Also read the space between them.  

Now use others to show the difference between THOUGHT TRACK, SPEECH TRACK. AND SHADOW TRACK. 

What the person thinks.

What the person wants to say.

What you think the person should say. (Anther’s opinion)  
NOTE: Strasberg believed that the text could often block the actor’s interpretation of the character – he used exercises like these to help, 

· Try running the scene speaking gibberish (this should make the actor more conscious of their actions) 

· Speak the lines while miming a different task, getting dressed. (When you learn any lines you should always learn them while walking through the stage moves. To secure lines say them while you are washing up, getting dressed, shopping) 
· Play the scene, one of you is laughing, the other very angry. Contrast. Conflict. Climax. Tension. 

· One of you is very busy the other one is very excited. Movement. Control. Status. Following. 

· Give each student a playing card, they must not show the other person what they have got. A king has the highest status, an ace the lowest. You must play the scene to the correct status. The audience can try to guess the status. Status.

· Place each student on the opposite side of the room. They have to play the scene across the room to their partner. Voice. Distance. Gesture. Use of space. 

· Now get the students to play the scene as they walk to meet in the middle, to stop when they are very close but not touching. Evaluate the difference. ...

· Now play the scene very close together but the actions and gestures must not change from when you were far apart. 

· The importance of large gesture on stage. You may have to tone down one or tow actions but a lot of it will be the correct amount. 

· Play the scene using as much physical contact that you can. Evaluate, relationships between the characters. 
· Play the scene with long Pinter pauses in it. Make them count to 5 or 8 in between each line they say. Forcing them to pause. 

· Then try without the counting but the students should feel more relaxed about using a long pause. 

· Give each group a pen. The rules are that, if someone asks for the pen then you must give it to them, if it is offered then you must take it, if it is dropped then the other person has to pick it up. Play the scene using the pen the whole time. 

The students should realise that every time the pen is dropped the person who has to pick it up loses all status when they do so. The pen is like a prop but the prop is being used not just a prop for the sake 
of it.

Written 9: 

Form and structure: 

A detailed account is given of the plays structure with at least two references to the way the playwright uses form(s) and to what effect. 

Structure: 

· 3 acts 

· A well made play

· Shock the audience of that time

· Showing what goes on behinds closes doors 

· Showing private relationship between husband and wife

· 3 whole days

· Act 1 = Christmas eve

· Act 11 = Christmas Day

· Act 111 = Boxing Day 

· Realistic time period

Form: 

· Entrances and exits determine change of time – units of action (cross-cutting)

· Open ended

· Soliloquy – identify

· Identify cross-cutting in text

· Stage directions – author’s intentions

Exposition: 

Secrets are unravelled about Nora and Torvald and we find out of information about the other characters. CHECK THIS DEFINATION?

Development: 

PROBLEMS BEGIN TO DEVELOP WITH Nora as she tries to hold it together. Check this?

Denouement: 

 Storyline is bought together, comes to an end – Nora leaves Torvald. No happy ending. Not a ‘well made play’. 

Practical 10: 

Interpretation of meaning. 

Students will be able to focus on specific incidents and/or a few lines of dialogue and clearly demonstrate how the meaning of the moment has been interpreted and why. 

See GCSE scheme Session 6 Forum Theatre and final task. 

Chose one short section form the text to develop, explore alternative meanings.

7.  (Practitioner)

8. From the text discover the play’s emotional path. (Draw as a graph) Highlighting tension and release points. Development of pace and climax.       (Practitioner)

9. Identify any possible subtext within the text and discuss its importance in each scene. How it affects the mood and atmosphere of the scene. How the director might wish to show this. 

10.  Identify the stage directions within the text. Discuss why a director might use these and to what affect. For homework, create a movement plot for one of the characters in relation to another, on paper. Remember, this is what the audience is seeing. In class discuss the audience/ actor relationship. 

11. How to address and answer the questions. I would take them through at least one question paper and then give them as many past examination papers as possible for practice. 

Example: 

With reference to some of the issues in A Doll’s House, what advice would you give to an actor preparing to play the role of either Torvald or Nora? 

As a director, what would be your main objectives in staging A Doll’s House and how would you achieve them in a production? 

ADDITIONAL RESEARCH.

1. Theatre visit of the play after they have worked on the text.

2. Style of the language used. (Text)

3. Improvisation on and around the text. 

4. A study of the practitioner suitable to the text. (The Doll’s House – Stanislavski)   For character development, subtext, emotional paths and rehearsal techniques.                                      

5.  A study of the practitioner suitable to the text. Edward Gordon Graig

6. (Stanislavski) Intense research into the background of the period in which the play was set. 

7. Rehearsal methods in detail. Practical work. 

