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Acting Module Reflection Essay

Over the course of this module, I investigated a myriad of acting practitioners and their techniques. We began by looking at the Stanislavsky based technique of actioning which successfully assisted me in pinpointing character objectives through dialogue (Merlin, 2014). This was then developed further by exploring the concept of tactics, discovering how the character would then try to accomplish their goal, which I found allowed me to discover detailed character intentions. Next we studied ensemble work, focusing on exercises to develop trust with fellow actors in order to establish truthful connection, highlighting that an ensembles creativity emerges from its members’ responsiveness to one another (Alfreds, 2014). There was then an opportunity to choose duet repertoire and develop a piece with a partner for a showing. During this process we employed techniques like uniting, musical analysis, lyric breakdown, character investigation through detailed questions and identifying relationships. These techniques allowed me to gain a detailed understanding of my character and their journey through the whole musical and more specifically in the scene I was performing, creating an emotionally rich and well-informed performance. Finally, we moved on to auditioning and then preparing for our showing of I Love You, Your Perfect, Now Change (ILYYPNC), where I applied my knowledge from previous learning in this module and put these techniques into practice. 

One part of this module I found particularly interesting was investigating musical scoring. During the rehearsal processes for my duet, I followed Deer and Dal Vera's (2016) musical analysis exercises, where I listened to the instrumental version of my duet song and considered my interpretation of the different musical features. I then marked my score, highlighting where the musical shifts were and annotating it with my ideas of what this might reflect. I obtained an understanding of how to analyse and link pictures with lyrics. I also developed my knowledge of how different musical features might be used to suggest objective shifts and emotional changes throughout a song. Details like difference in tempo, key changes, and dynamic shifts all can be used by the composer to emotionally colour a song. This was then helpful when it came to unit the song as I already had a clear idea of where the shifts were. As a result of conducting this preparation during my process, I felt I had a clearer intention throughout my performance and that I precisely articulated dramatic shifts. I was then able to take this forward when rehearsing for ILYYPNC. Harvard and Evans (2013, p. 83) suggest that the score plays a crucial role in shaping a musicals structure, equal to that of the dialogue and that, as the actor, I can explore the music to discover key information about my character. This understanding could be useful in the future when exploring new characters. 

Another element of this module that I found beneficial, was the Meisner technique work. At first, I found his practices quite challenging especially when looking at his Mechanical Repetition Exercise. This exercise involved my partner and myself observing and then stating aloud each other’s behaviour, identifying shifts in each other’s demeanour (Meisner, 2012). We then progressed this exercise and moved on to improvise with our partner after the repetition, leading the interaction with the same intentions our characters had in our chosen scenes. I felt this approach was not very effective as our characters did not interact with each other in our chosen scene. This meant that the exercise was difficult to apply when considering the given circumstances of the piece. However, when we revisited this exercise as we prepared for our performance of ILYYPNC, I discovered it to be much more efficacious. I felt an improved connection with my partner through active listening and observing. Additionally, I found the exercise very freeing, allowing my instincts to authentically guide my responses. In his research,  Silverberg (2000) reassures the actor that there is no specific direction this exercise has to be taken in insisting there is no wrong or right choice the actor could make. With this newfound viewpoint I had surrounding the exercise, I found I was now able to dismiss any over analytical or critical thoughts and be more present, ensuring not to assume or predict what my partner might do next. Then when we came to rehearse and perform the scene, I felt more spontaneous, with my reactions feeling more truthful. This made rehearsing and performing the scene exciting as we did it differently each time. Alfreds (2014, p. 207) proposes theatre that reflects life’s immediacy, unpredictability, and spontaneity - whilst embracing human growth – achieves its most authentic and truthiest form. I feel this knowledge captures the importance of creative freedom and, despite this being a fairly new perspective to me, is something I now greatly value and will take forward with me when approaching future roles. 

Through the course of this module, I feel I have matured as an actor and developed my ability to authentically connect with material. The Meisner (2012) repetition exercise invited me to work intuitively and without restriction whilst also developing trust in fellow actors as well as in myself. This allowed me to dismiss any tension or self-consciousness, that I have previously been critiqued on when performing in front of audiences, and instead focus my attention on simply being the character (Pierce, Hagen and Frankel, 2013, p. 126). Additionally, I gained a detailed understanding of what preparation an actor must conduct before staging scenes, looking at uniting, objectives, relationships, given circumstances, and actioning to help establish a well-informed, truthful performance. I have particularly enjoyed engaging with comedic texts and have hugely appreciated the opportunity to assist in directing some scenes in ILYYPNC. I learned that as the actor, in order for a comedy scene to be funny, you must not play the humour but instead the actor must perform “with utmost inner truth and without even the slightest attempt to be funny” (Chekhov, 2023, p. 71). This was something that the writers of ILYYPNC emphasised in their writers notes for the show, encouraging the actor to find a sense of personal familiarity with scenes to help the audience relate to and resonate with the piece. This experience has made me reflect on what specific genres and creative roles I may want to pursue professionally, furthermore preparing me for the Creative Industries module I will start next term. This learning process has equipped me with a toolkit of practices and techniques I can now employ during our productions next year and in future performances beyond graduating. 
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