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Foreword

Through the generosity of the Shanghai municipality and my colleagues’ support here, 1 was
able to share my knowledge and vast experience in the theatre with you, the future generations of
students and teachers who are interested in using this textbook to enhance their language skills and
promote a better interpretation and understanding of the English Language.

This book is designed to foster growth in better oral presentation and the tools needed in the use
of the English language and in its most natural and purest form.

Voices without substance cannot grow. My intent is to help students and teachers find their
voice by using the theatre as a tool. To create voices with substance by understanding the words
spoken. By using our instrument, the body and voice, we can express our feelings and thoughts and
at the same time build self~esteem and confidence.

Some of the key components of this textbook are designed to ask you to think outside the box
and at the same time think critically about yourself, your character’s self and how you go about using
this material to the best of your ability. Reaching out to another plateau of what you are capable of
doing, who you are capable of being within yourself.

The notion that “YOU CAN” brings out a whole new set of ideas that you can tap into. There
are a million and one reasons one can give you for using these kinds of methodologies and particularly
in the discipline of using as your template or guidance “The Theatre”.

You might question why you need to learn a language through acting, when you are not at all
interested in becoming an actor? Simple, we are all actors in one way or another. And the fact that
you can tap into your inner self and use your TOOL (You) to the fullest to make your meaning
understood, is quite a feat.

Whether you are in business, banking, fashion, marketing, or a teacher, the future is yours.
And progress has developed to such a degree with all of social media reaching us by the thousands
each day, now is the time that we need to use everything we can to improve our language skills to
compete with the best in our world today and certainly tomorrow.

Everything is developing so fast we can barely keep up, but using skills within our reach,
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ourselves, we can better understand the world around us and achieve many great things in the
future.

By using theatre skills and your tenacity, you are bound to be on top. I hope this book will at
least make you think of taking a risk and trusting your instincts. Focus on your goals with conviction
and go forward by challenging yourselves everyday with new ideas and methods.

We can also engage the disengaged by stepping outside of the box and speaking creatively and
with conviction on whatever topic or subject we need to put across. One can reach their potential goal
in the art of the spoken word in a foreign language by using the same tools that actors use in their
daily lives.

1 hope that Acting Drama in English will benefit whomever uses it and at the same time that
students and teachers find learning through this book enjoyable and interesting. Let us never lose the
art of communication and conversation the very essence of life.

There are so many people to thank one doesn’t know where to begin. For my part I can say that
without the guidance and collaboration of my colleague and good friend Professor Sun Qi, this book
would have been sitting on a shelf collecting dust and students everywhere could not have the benefit
of learning firsthand about the joys of using language in such a creative way.

I must also thank with my sincerest respect, admiration and much love for her patience and
tolerance of my bad penmanship, and my harried notes—Ms Laura McBride, without whose magical

ability with form and consistency, this book would not have been done at all. THANK YOU.

Anna Michaels
2016 &7 R
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Unit 1 Serendipity 1

nit 1 Serendipity

TASKS

e Read the scripts of the plays selected in the theme of “getting to know somebody”.

® Understand the emotions evolving at the moment of meeting someone special that range from curiosity
to stupefaction to daze to amazement and even admiration.

® [.carn stage blocking ABC.

® [earn to act and interact with one another on stage.

Serendipity, a neology coined from a Persian fairy tale, The Three Princes of Serendip ( {8}
22 =/ FED)), means a “fortunate happenstance”, or a “happy discovery by accident”. It is like
stumbling upon something truly wonderful by trial and error. It can be a love, a new job, a find,
an idea, or a theatre. In essence, serendipitous meetings and happenings tap the spontaneity of
situations and the creativity, intuitions, and hunches of a person or persons meeting each other
without predetermined scheme or strategy. Improvisational theatre is such a concourse of

serendipity amongst actors and between actors and audience.

Warm-ups

Physical Movement—Eye Contact
Purpose: Trust Building
Students pair up and act out meeting at the first moment. Lengthen the quick look that most people

take upon meeting someone into a longer gaze. Look
straight into each other’s eyes for 2 minutes, focusing
on the potential awkwardness and discomfort. Try to
overcome the awkwardness and discomfort and begin
to feel the warmth or curiosity or bewilderment or
coolness in the gaze of your partner. Smile if you like.
Do NOT grimace to get the other to laugh. Try to

communicate with your eyes without speaking. Enjoy
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the silent communion under teacher’s directions.

You may maintain fixation with slight voluntary or involuntary eye movement. Do NOT look away
from your partner’s face. This is a moment of truth, truthful to yourself and truthful to your friend! To
open up yourself to another person is hard sometimes, and takes formidable courage. You are a brave
soul if you can stay focused for over one minute.

You will not get bored if you observe the changes in your partner’s mood and changes in your inner
mind. Gradually you should relax all your nerves. Think of a clear message that you want to convey to
your partner and try to send it without uttering it. And talk with your partner after the exercise to see if

he/she gets it.

Breathing Drill-—4—7—8 Breaths

Building Block

Breathing: a routine warm-up exercise to help actors to atune their body and their vocal organ.
According to a vocalist coach, learning to breathe is the first step to have holistic control of actors’

body for acting.

It is a common belief that we breathe with our lungs alone s but in point of
fact s the work of breathing is done by the whole body. The lungs play a passive
role in the respiratory process. Their expansion is produced by an enlargement ,
mostly downward s of the thoracic cavity and they collapse when that cavity is
reduced. Proper breathing involves the muscles of the head , neck s thorax , and
abdomen. It can be shown that chronic tension in any part of the body’s
musculature interferes with the natural respiratory movements.

—Alexander Lowen, The Voice of the Body

Students practice 4—7—8 breaths using their diaphragms.

e Exhale completely through your mouth, making a whoosh sound.

e Keep your mouth closed with the tip of your tongue touching the
upper palate. Inhale to a mental count of four.
e Hold your breath and continue the count down to seven.
e Exhale completely through your mouth, making a whoosh sound to a count from one to eight.

This is one breath. Now inhale again and repeat the cycle three more times.

Vocal Exercise
Students build on the breathing drill by taking deep breaths and vocalizing a vowel on the exhale.
Step 1. At first use one breath for each of “A” “E” “1” “O” and “U”.
Step 2: Then try to lengthen your breath by pronouncing all the five vowels in one breath, “A—
E—1—-0—U".
Step 3: Tongue-twister
Pay attention to the vowels. Be sure to produce all the vowels FULLY and CLEARLY.
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e A snow-white swan swam swiftly to catch a slowly-swimming snake in a lake.

e A flea and a fly flew up in a flue. Said the flea, “Let us fly!” Said the fly, “Let us flee!” So
they flew through a flaw in the flue.

A flea and a fly were trapped in a flue, and they tried to flee for their life. The flea said to the
fly “Let’s flee!” and the fly said to the flea, “Let’s fly!” Finally both the flea and fly managed to flee
through a flaw in the flue.

e A noisy noise annoys an oyster.

® A laurel-crowned clown!

3
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Play A M. Butterfly Excerpt)

Synopsis

M. Butterfly is a 1986 play by the Chinese American playwright, David Henry Hwang, who
admits the inspirations are Giacomo Puccini’s Madama Butter fly, and two news figures of an espionage
case as prototypes. Rene Gallimard, a married Frenchman working for French embassy in Beijing,
meets and falls in love with a Chinese opera diva, Song Liling, who is actually a man masquerading as a
woman on stage and in life as well. The a f faire de coeur starts in 1960 as a love at first glance and lasts

for over 20 years.

M. Butterfly
Act I Scene 6

German ambassador’s house. Beijing. 1960.
The upstage special area now becomes a stage. Several chairs face upstage s representing seating for

some twenty guests in the parlor. A few “diplomats”

—Renee, Marc, Toulon—1in formal dress enter
and take seats.

Gallimard also sits down s but turns towards us and continues to talk. Orchestral accompaniment
on the tape is now replaced by a simple piano. Song picks up the death scene from the point where

Butterfly uncovers the hara-kiri knife.

GALLIMARD: The ending is pitiful. Pinkerton, in an act of great courage, stays home and sends

his American wife to pick up Butterfly’s child. The truth, long deferred, has come up to her door.

Song, playing Butterfly, sings the lines from the opera in her own voice—which , though not

classical , should be decent.

SONG: “Con onor muroe/ chi non puo serbar/ vita con onore. ”

GALLIMARD (Simultaneously) ;. “Death with honor/ Is better than life/ Life with dishonor.”

The stage is illuminated ; we are now completely within an elegant diplomat’s residence. Song
proceeds to play out an abbreviated death scene. Everyone in the room applauds. Song, shyly, takes

her bows. Others in the room rush to congratulate her. Gallimard remains with us.

GALLIMARD: They say in opera the voice is everything. That’s probably why I'd never before
enjoyed opera. Here ... here was a Butterfly with little or no voice—but she had the grace, the delicacy
. I believed this girl. 1 believed her suffering. 1 wanted to take her in my arms—so delicate, even 1

could protect her, take her home, pamper her until she smiled.

Over the course of the preceding speech, Song has broken from the upstage crowd and moved

directly upstage of Gallimard.
SONG: Excuse me. Monsieur ... 7
Gallimard turns upstage , shocked.

GALLIMARD: Oh! Gallimard. Mademoiselle...? A beautiful ...
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SONG: Song Liling.

GALLIMARD: A beautiful performance.
SONG: Oh, please.

GALLIMARD: I usually—

SONG: You make me blush. I'm no opera singer at all.
GALLIMARD: I usually don’t like Butter fly.
SONG: I can’t blame you in the least.
GALLIMARD: I mean, the story—

SONG : Ridiculous.

GALLIMARD: I like the story, but ... what?
SONG: Oh, you like it?

GALLIMARD: I... what I mean is, I've always seen it played by huge women in so much bad

makeup.
SONG : Bad makeup is not unique to the West.
GALLIMARD: But, who can believe them?
SONG: And you believe me?
GALLIMARD: Absolutely. You were utterly convincing. It’s the first time—

SONG: Convincing? As a Japanese woman? The Japanese used hundreds of our people for medical

experiments during the war, you know. But I gather such an irony is lost on you.
GALLIMARD: No! I was about to say, it’s the first time I've seen the beauty of the story.
SONG: Really?

GALLIMARD: Of her death. It'sa ... a pure sacrifice. He’s unworthy, but what can she do? She

loves him ... so much. It’s a very beautiful story.
SONG: Well, yes, to a Westerner.
GALLIMARD: Excuse me?

SONG: It’s one of your favorite fantasies, isn’t it? The submissive Oriental woman and the cruel

white man.
GALLIMARD: Well, I didn’t quite mean ...

SONG: Consider it this way: what would you say if a blonde homecoming queen fell in love with a
short Japanese business man? He treats her cruelly, then goes home for three years, during which time
she prays to his picture and turns down marriage from a young Kennedy. Then, when she learns he has
remarried, she kills herself. Now, I believe you would consider this girl to be a deranged idiot, correct?

But because it’s an Oriental who kills herself for a Westerner—ah! —you find it beautiful.

Silence.

5
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GALLIMARD: Yes ... well ... I see your point ...

SONG:: I will never do Butter fly again, Monsieur Gallimard. If you wish to see some real theatre,

come to Peking Opera sometime. Expand your mind.
Song walks of fstage.

GALLIMARD (To us): So much for protecting her in my big Western arms.

Exercise A

A—1. Comprehension Questions
1. What is the play in the play? What dramatic context does it set for the meeting of Gallimard and Song
Liling?
2. How do you infer the meaning of “Con onor muroe/ chi non puo serbar/ vita con onore” from the
play? What tone does it foreshadow for the ending of the play?
. When Gallimard compliments “A beautiful performance”, how does Song respond? Why?
Does Song think her own performance is convincing or not? Do they agree with each other?

. What does Song mean by “one of your favorite fantasies”?

S L N

. Why does Gallimard say the last line to us, the audience?

A—2. Snap Answers and Improvisations

Fingers on the buzzers! Quick answers to the questions about simple facts or related speculations
about the characters. Do not think too much. Just snap the questions at the first moment when an
answer pops up in your mind. Improvise answers to those questions about what you cannot {ind in the
text of the play. Make it up bravely by guessing the most likely in your mind. Teacher can reward
students for their quick answerers with a point plus in their excellency record.

e What's the man’s name?

e What’s the Chinese Opera singer’s name?

e How old are they?

e Where do they live?

e Which period of history sets the story?

e What do they look like?

o What are their jobs?

e Are they married?

e How do they spend their spare time?

e What kind of memory may make them sad?

e What are they curious about?

® Do they have any secrets? If so, what?

e What language do they use in conversing?

e What really matters to them?

e What hinders them from getting what they want?



