CHARACTER MOVEMENT
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Body Parts (How many ways can these body parts move?)
Head, shoulders, arms, hands, back, rib cage, hips, feet

Body Movement (Where does movement seem to come from?)
Muscles, bones, joints, organs

Qualities of Movement 

Examples: Explosive, passive, slithering, shaking, gliding, floating, heavy, jerky, 

dragging, energetic, loose, meandering, prancing, restless, timid.

Levels of Movement

High, Medium, Low

Size

Big, Medium, Little

Pace
Fast, Medium, Slow
CHARACTER ANALYSIS
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(Adapt in accordance with the age of the children) 

1.  Name

2.  Background (Where born? Family? )
3.  Age

4.  Physical appearance and characteristics.

4.  Emotional characteristics (typical mood, general personality)

5.  Social characteristics (friendly, isolated, etc.)

6.  Intellectual characteristics

7. Aesthetic (Sensory Awareness)

8. Spiritual (Impressions, intuition)

9.  Likes and favorites (activities, stories, sports, foods, movies, dream vacation, etc .)

10.  Dislikes and pet peeves.

11.  Basic philosophy or view of life.  

12.  Given Circumstances in play (What you know about the character and situations 

        from reading the play). 

13.  Wants or Needs of the character in the play (objectives)

14.  How the character goes about getting what he wants (tactics)  

AUDITIONING CHILDREN
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There are many ways to audition children for classroom plays. Before the auditioning process begins, it is very important to tell the children that being chosen or not chosen for a certain part doesn’t mean they are more or less “talented” than any other.  It simply means that you you’re trying to see who “fits” the character better  in your mind. 
Ways to audition:

1. Instead of doing any audition process, choose the children on the basis of what you

    already know about their capabilities (This CAN be extremely limiting.  You may not

    really know a student’s talents in regard to acting out a character on stage).

2. Have students read from selections in the script (This also can be very limiting. Some

    students do not read well, but could portray a character beautifully on stage. You also

    cannot see eyes and facial expressions, nor can you asses a student’s ability 

    to move in character). However, in terms of producing a Narrative Mime, it IS  

    important that you have the students audition for the Storyteller by reading the narrator 

    parts. Good, fluent readers are essential for those parts.  

3.  One of the best ways to audition students is for you, as the teacher, to give students an 


easily remembered line (or part of line) from the play. They do not have scripts in hand. For example, if you are auditioning for the “Giant,” you would tell them to say “Fee, Fie, Fo, Fum, I smell the blood of an Englishman.”  Do not put expression in your voice as you say it. Tell them to say it the way they think the Giant would sound. You can line a row of students up together to be able to compare the different interpretations of the “Giant” role. 

4.   You can have students move as characters and assess the different interpretations.

5.    You can have them improvise situations to see how they move and speak.

6.    Whatever method you use, take TIME with this audition process. About eighty percent of the success of your show is determined at the moment of casting. There are simply students who are RIGHT for certain parts in the show. You need to find out who those students are. 

JEREMY WHELAN TAPE TECHNIQUE
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One of the most difficult aspects of producing a show is that the students are initially tied to their scripts for over half the rehearsal time. This means that they cannot/do not look at and respond to each other, their bodies and minds are not connected to each other, and they are not free to move and react to each other as their impulses demand.  

A director by the name of Jeremy Whelan has developed a technique which eliminates these frustrations.  (See www.mosaicacting.com.--recording technique-- for a full explanation and directions)

Briefly: 

1. Students read the script into a cassette recorder.

2.  The recording is played while students are free to respond to each other (to move 
     toward each other, away from each other, to touch, to sit, to do whatever they feel

     an impulse to do within the framework of the characterization.)   Students do NOT

     lip sync as they hear their lines on the tape.

3.  Students record the script again. (Each rehearsal period requires a new recording.

     This is because there is growth and development with each rehearsal. The new 


recordings reflect this growth and development.)

4.  The teacher can PAUSE the tape recorder at any moment to see what innovative

     movement and responses might come from exploring a moment more deeply.

5. 
Teacher can side-coach actors to help students be cognizant of effective stage

pictures and character motivation (Can the audience see you if your back is to them? If “Johnny” is right in front of you, where can you move?  What is a different level you could use in this part?  When he says that to you, what do you want to do? Where do you want to move?)   
6.   There is a date set for memorization of lines. (Note: Memorization of lines comes
      MUCH quicker with this technique because the brain is able to connect the line to

      physical activity and objective). 

7.   After the students are “off book,” the teacher can work with or “fix” whatever parts of 
      the play  need work. Directors will find, however, that most of their work is done for  

      them. Students have created motivated movement and blocking as a result of being able to respond in character from the initial rehearsal stages of the show. 

CREATING A PROCESS DRAMA FROM TEXT
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1.  Choose a book you want students to explore deeply (Picture books are excellent)

2.  Photocopy the pages of the book (if you don’t want to mark up the book). 
3.  Read the story and mark the parts that are of most interest to you in helping children  experience, explore, practice, analyze, create, and master whatever elements or themes you are wanting to focus on. 
4.  Look at the list of possible Process Drama Tools (in packet) to see which tool will be most beneficial in investigating the moments more deeply. 
5.  Create a plan for inserting those tools within the context of the story.
This technique can also be used with historical material, biographies, and any number of classroom curriculum.  Write down the events, themes, or points you want to cover. Think about the process drama tools most useful in exploring the curriculum. 

