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In this essay I will be reviewing the acting techniques we have looked at throughout this module and how they have helped me to progress and gain a deeper understanding on the importance of fully understanding the character. 
The core technique we focused on during this module was the Stanislavski method. This technique’s main aim is to find the given circumstances, which can be found by asking a number of questions about the characters intent and the scenario they find themselves in.  Stanislavski believed in the fourth wall, meaning that the audience are observing the action through an “invisible wall” and are not a part of it, as they might be in say, an immersive theatre production. His practice is often utilised in and associated with more traditional plays rather than operas, as singing to convey emotion does not happen in day to day life, it is not considered “realism”. For the purposes of stage study for opera, we narrowed in more on Stella Adler's reduced five w’s. These are the five important questions that need to be asked in order to get a greater and deeper understanding of the character we are trying to portray. She created this teaching from Stanislavski's method. These are: Who? (Who am I?); What? (What am I doing?); When (When am I?); Where? (Where am I?); and Why? (Why am I doing what I am?). Then the actor must look at other major questions, what are my given circumstances? What have I done or has happened for me to be here at this current moment? 
‘Adler suggests an actor should begin their process by focusing their imagination on the important details of their characters history’. (Constantine, n.d.)
From these questions, one could then determine the character’s most pressing issues - the key drivers making the scene happen. 
Although emotions were not a focus of this module, I felt it important to use Stanislavski’s method to tap into emotions to evoke natural bodily reactions, i.e. blushing or crying– which he calls “Emotional Memory”. (Stanislavski., 2013) By balancing the knowledge of the character with personal emotions I felt it enabled me to act in a more truthful way in the set of given circumstances. However adding emotions was something to be added last, so as not cloud the characters main want – their pressing issue.
Something that came up whilst exploring the characters was the idea of creating two lists. Created side by side, one to be filled with facts about your character, things communicated by the author or lyricist that we know for sure. The other filled with questions, things that may have been referenced or spoken about by other characters that might need clarifying and research. This also ties in with the idea of conscious and unconscious thoughts. We have thoughts we know we are thinking and demonstrate more prominently externally, however when we dig deeper into the mind of the character, we find internal questions and thoughts that could be playing on their mind and feed into how they react to others and carry themselves.
The main thing I had to overcome was the idea of pairing actions to words and phrases. To create a movement map, or a map of physical actions. To do this we separated the aria in to different sections and numbered them. These sections would be sentences or lines which would create different expressions throughout. Once the piece was split into the sections you could then go about labeling each section with a different action directly correlating them with an expression or movement. For example, one of my lines “Si vede un sembiante Guerriero, ed amante” (Mozart, 2019) I split into two section’s. The first section was labled ‘fearful’ for I was singing about the subject being a warrior, or fighter. The second section, being ‘ed amante’, was labeled ‘amorous’ for I was singing about him being a lover. Two very contrasting phrases, which although does come across in the melody, needed physical emphasis and close consideration as to how it was put across. Something that came up a lot is the fact that times are changing and maybe ways we put on operas need to change too. How they are set or where and when the opera is placed for example. Many directors try to change these things to make an opera more appealing to a wider audience. This may well work, however, after experiencing this module it comes across to me that just by the way an actor/singer portrays a character can completely change the way it is seen by the audience. I was further set with this school of thought after reading this snippet:
“When we write and explain our life story with integrity, it may seem as though there could only be one possible way to tell it and that we have been true to the ‘facts’. However, if you work through activities that explore your experiences from diverse angles and at different times, you are very likely to find that your responses change. The main events may remain similar, but the way you write about them, the details you choose to emphasise, the way you interpret them over time, will change as your experience, attitudes and perspectives change.” (Cottrell, 2015)
Although the author is speaking on a more general term for life, it cements the concept of acting truthfully within the given set of circumstances.
At the beginning of the module, I had a distinct and sometimes distracting way of expressing myself when singing - using my arms and singing to the audience. These are habits I needed to break out of. Although they can be great in some settings, as this was all I was doing it could easily become stagnant. This was perpetuated by the fact I often got caught up in the melody of the music, which often had a romantic flowing feel. In this module the objective was to play against the music, which was a great challenge for me. I found it easier to do this when we did an exercise using the phrases we had labeled our aria with. By playing out the scene as if we were singing, however only speaking the key phrases, it enabled me to focus on the given circumstances with more clarity. This then meant that when we did put the singing back in I had a clearer understanding on why I was singing what I was. Although at times I did feel the focus on acting was pulling my attention away from the technical aspects of singing, a focus on the two married well and made for a more engaging performance overall. It has often been said that if you go too far, you can always pull back, whereas if you fall short of where you need to be you will find it much harder to reach the mark. 
This module has clarified for me the reasons why researching the character in such depth not only gives means for a better performance, but also allows myself as the performer to truly embody the character in which has been given. Ultimately granting the audience a more authentic and believable production.
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