| 2021 %R B R R EFREIT

International Forum on Theatre Education Research

EhtitAlEiRaisIE

National Methodology for Acting

202146104208 (A=) £10A318 (AR)
http://web.zhongxi.cn/wtea/jslt/

Online video sharing: From Oct. 20th to 31st 2021
http://web.zhongxi.cn/wteaen/prof/



CONTENTS

SRR B F B & T

World Theatre Education Alliance

HiEE

Messages

WX E
Abstracts

1A A ARIR \\\\

Logos of Member Schools
O
\

=i

Poster




World Theatre Education Theatre
tH RK BRI B S BB A

2015 9

2016 10 18
12

2017 1 2019 10




In September 2015, the proposal of establishing the World Theatre Education Alliance was
put forward by 5 institutes, including The Central Academy of Drama from China, Shota
Rustaveli Theatre and Film Georgian State University, Ernst Busch Academy of Dramatic
Art from Germany, Toho Gakuen College of Drama and Music from Japan, Department of
Theatre of Chuang Ang University from Korea, Kyiv National I. K. Karpenko-Kary University
of Theatre, Cinema and Television from Ukraine. Thereafter, the proposal was successively
seconded by National Academy for Theatre and Film Arts from Bulgaria, Aleksander
Zelwerowicz National Academy of Dramatic Art from Poland, Russian State Institute of
Performing Arts, Institut del Teatre from Spain, and Guildhall School of Music and Drama from
the UK.

On October 18th, 2016, the first President Conference of Education Alliance was held on
Changping Campus of the Central Academy of Drama. 12 presidents of world-famous drama
schools from Bulgaria, China, Georgia, Germany, Japan, Korea, Poland, Russia, Spain,
Sweden, Ukraine and UK attended the conference. Declaration of World Theatre Education
Alliance was signed and the new Bylaw of World Theatre Education Alliance was deliberated
and approved in the conference by all institutes. Hao Rong, then vice president of the Central
Academy of Drama, was elected as secretary-general of the Alliance with unanimous votes.

From January, 2017 to October, 2019, the Alliance has embraced another 3 member
institutes: Russian Institute of Theatre Arts (GITIS) from Russia, Athens Conservatoire
School from Greece, and the School of Theatre of Oklahoma City University, USA.

there are 14 member institutes in the Alliance.
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Since its establishment in 2015, World Theatre Education Alliance (WTEA) has witnessed rapid
development thanks to the support by member schools—its members keep increasing, the activities
are becoming more diverse, the communication and cooperation on theatre education among

members have become closer and all-rounded.

There is no doubt that the Covid-19 started in 2020 was and remains an unprecedented
challenge to the world. The virus goes on mutating, international air transportation limited—all the
uncertainties and restrictions have left theatre schools no choice but to seek new ways for creation,
teaching and communication. Same with WTEA. Against such backdrop, we tried a new way to hold
the 4th Theatre Schools President Conference online to set the direction for future cooperation.
The support and coordination by the member schools has enabled the first ever virtual WTEA
International Forum on Theatre Education Research. Indeed, the pandemic has hindered us from
sharing our creative productions for some time, but we, at the same time, have gained more time

for reflection before we reap more fruitful theoretical results.

As the famous Chinese saying goes, “the ocean is vast for it refuses no rivers.” Throughout the
long history, all peoples and nations together have contributed to the world culture of diversity, while
forming theatrical traditions of their own traits. We convey our pursuit of beauty and dreams through
theatre; we ponder over the past and future of our nations via drama. Theatre, the synthesis of the
primitive art forms that human beings have ever created, is where values and intellectual heritage
of all peoples are laid. In this globalized world, we need more than ever international organizations
as the platform to foster the popularization and inter-disciplinary cooperation of the theatre art.
This is because we need to facilitate mutual respect and understanding among people of different
cultural backgrounds and mindsets, to further boost the communication and mutual-trust among the
international community. | sincerely hope that WTEA will keep advancing intercollegiate cooperation,
through which we can present our fabulous theatrical cultures to the world, for creating a brighter
future for theatre education and the community of humankind.

| wish the WTEA 2021 International Forum on Theatre Education Research a great success!
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World Theatre Education Alliance - WTEA - This is an alliance where cooperation for each country is very important for its
development both - as a locally, as well as globally. The purpose of this organization is to share the experience and teaching
methodology of each Theatrical School, which will facilitate more diverse development of our schools.

With the increasingly deep influence of globalisation on human society, research on globalisation has been fervent in
educational, cultural and social academic fields. Colleges and universities, as cradle of talents, are responsible for cultivating
talents who have an international vision and are competent in international exchanges and cooperation so as to push forward
globalisation. Internationalisation of higher education is the general trend of higher education development in the 21st
Century. This is a concept for running a school and also a grand goal of higher education.

The path to higher education internationalisation should be taken according to the actual conditions of a country. Likewise,
internationalisation of a specific academic field should also be promoted according to its characteristics. Theatre education is
a unique and important part of higher education, and it plays an irreplaceable role in inheriting traditional cultures, booming
contemporary cultures, improving students’ imagination and creativity, and promoting economic development. Given the
features of theatrical disciplines that belong to the art domain, we must pay attention to innovation when inheriting traditions.
Art is an agglomeration of human culture, which makes innovation in the realm of art particularly difficult. Internationalisation
is an important means of artistic innovation, through which we are able to observe the world in a wider range, and

communicate with contemporary art on an equal footing while inheriting traditions.

For internationalisation of theatre education, we should not only carry out such programmes as international communication,
interschool performance and student exchange, but also pay attention to establishing regional and global theatre education
cooperation organisations, and regular international platforms themed ,Cooperation and Development".

There are various cooperation platforms for theatre education, among which the most constructive ones are those
established jointly by theatre education giants from different parts of the world, with education internationalisation, colleges
and universities need more and more foreign experts, especially high-end experts. As far as a theatre academy is concerned,
the national character and diversity of theatrical art determines the necessity to introduce international teachers, including
world-famous theatre masters, experts and academics. Through teaching modes with equal stress on theory and practice,
such as seminar, lecture, workshop, and play rehearsal, students can understand different theatre arts and creation forms,
and can come into contact with world-class teaching and working methods, so that they can better meet international
demands in future. Besides these short-term cooperation programmes, the publicity work for a university should also be
strengthened to broaden the channel of recruiting high-end experts from abroad, who may act as visiting or honorary
professors. Top expert recruitment should be a long-term concern.




2021-WTEA

To cultivate students with an international education background, colleges and universities should
create as many international exchange opportunities as possible for students, like sending them
to visit foreign art academies and theatre troupes, and to attend various international academic
conferences, theatre workshops and theatre festivals. Exchanges are bidirectional and mutually
beneficial; so is education internationalisation. When encouraging more Georgian students to
go abroad, we should also attract more foreign students to come to Georgia. Compared with
comprehensive universities, art academies especially theatre academies have a smaller enrolment

scale, and accordingly the scale of foreign student enrolment is even smaller.

We are very pleased to take part in the project as known as “the Belt and Road Initiative”, through
which our students continued and completed the China Drama Academy in Beijing, specializing in

acting.

In terms of theatre education under the background of globalisation, our goal is to retain the
quintessence of each theatrical form in the world while maintaining theatre diversity, and to avoid
blind assimilation while holding an open attitude. Theatre education internationalisation should
be pushed forward on the premise of maintaining respective features, giving play to respective
advantages and finding respective correct positions. Only on this premise can different nations carry
out dialogues, promote cultural integration, and share achievements.

| wish development and expansion WTEA.

| wish success all of the members in this organization!
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All of us at the Athens Conservatoire Drama School wish to thank
professor Hao and the entire team at the Central Academy of Drama for
giving us this wonderful opportunity to share thoughts about our theatrical
culture.

We find this a brilliant way to bypass the obstacles created by the
pandemic; watching and discussing these presentations can be an
extremely fruitful way to understand each other’s heritage—what better
way to defeat the constraints of time and space!

So, we look forward to everybody’s submissions and wish all countries the
best in dealing with the Covid challenge, so that we can all meet again in
Beijing in 2022!
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| am glad to hear that Professor Kang Min-Ho and Seo Joung-Hyun, PhD
student have participated in the 2021 International Forum on Theater
Education Research hosted by World Theater Education Alliance (WTEA).
Especially, Professor Kang has been teaching for many years and showing
his professionality in the theory and practice of Acting. | can assure you that
both people had prepared for their presentation at their best and will give us
an informative speech at the forum. Every educator in the performing arts
department at Chung-Ang University has dedicated themselves to provide
valuable lessons to students who are passionate about acting subjects. As
these two presenters, whom | have always known at school for many years,
have been showing a great deal of their enthusiasm for the theatre and
performance studies, | have no doubt that they will show a remarkable speech
in the forum. Once again, it is my pleasure that our school joined the forum
hosted by WTEA and had an opportunity to present. | am greatly looking
forward to seeing all other school’s presentations as well.

Best wishes.

1"
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Ladies and gentlemen,

Dear Organizers and Participants of the Forum on Theatre Education Research,
Colleagues from art schools united in the World Theatre Education Alliance network!

| am very pleased that thanks to the young researchers, the Aleksander Zelwerowicz National
Academy of Dramatic Art in Warsaw can contribute to this special event, which is the Forum
on Theatre Education Research. And at the same time, | sincerely regret that for another year
we cannot meet on one stage, in one room, to admire students from WTEA universities in

Shakespearean roles, to share our passion to the theatre and inspire each other.

However, regardless of the circumstances, the Aleksander Zelwerowicz National Academy of
Dramatic Art in Warsaw sees international cooperation as an important element in promoting the
rich and diverse experience of students and lecturers. Our primary goal in this regard is cultural
enrichment. We believe in exchange between universities and we actively promote it, in all areas:
among students, young researchers and professors with rich achievements — as a way to better
understand national, European and world culture. We are convinced that one's own culture is often

better understood from an intercultural perspective.

That is why | am observing the Forum agenda today with great satisfaction. This virtual meeting,
despite all the limitations of the medium to which we are condemned, is a great triumph of the will
to cooperate, the unflagging need to share our achievements and great curiosity about what we all
create, what students and professors in other art schools around the world are working on. | am
convinced that this conference will also be a source of many inspirations and a continuation of our
cooperation within the international platform, which is WTEA.

Congratulations to all participants for sharing with us their reflections and research on the national
traditions of artistic education. | am very curious about these speeches. | trust that they will enrich
our academic practice and mutual understanding. | also wish myself and you that this exchange
would be based soon again on real contacts between people, between us, in the reality other than

virtual.

13
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Let me begin by expressing, on behalf of the Russian State Institute of Performing Arts, our warm
congratulations to the International Forum on Theatre Education Research and our sincere greets
to Alliance members present (even though it is still possible only in online-mode). It is an honor
for the Russian Institute of Performing Arts to be participants in the discussion that unites theatre
specialists from all over the world.

The perpetuation of national theatre artistic and pedagogical traditions is the priority task for the
RGISI as for one of the leading and oldest art school in Russia. However, we are sure that the
tradition can only live in dialogue that ensures the development. That is why for us, the educational
process in the art sphere is work that is never done. Our Institute is constantly working on the
educational process, responding to the challenges of the modern industry. And it is the dialogue that
turns out to be the key to success. Especially when it comes to the interaction of different traditions,
as it happens in the process of joint work of different schools on joint educational programs. For
our Institute, such joint work with the Central Academy of Drama has been an example of a reliable

dialogue for many years.

| express my gratitude to CAD for organizing the conference and the opportunity to share
experience with colleagues and find ways to develop national pedagogical practices together.

Yes, the pandemic has taken away the opportunity to enjoy live contact that is vital for the theatrical
sphere. But it also gave us some opportunities. This includes the opportunity to reflect on the
accumulated experience and move on, to continue our dialogue enriched with new knowledge,

opportunities and projects.

Yours sincerely,

15
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This is the second year we have held our meetings online and for all of us who know the value of
live theatre communication, this is a minus. But the pandemic cannot interrupt our creative and

human connections, and that is an obvious plus.

All the more precious is the invitation of the WTEA leadership to dialogue on professional topics, not
wasting time, but rather spending it to the benefit of our understanding, which today constitutes a
special or even new value in the teaching of the acting profession.

| was pleased to hear those translations of books by our prominent teachers are almost ready |
said last time that such a library was needed and it was important to me that such a proposal was
supported. If we're talking about globalisation, its greatest value for theatre is the opportunity to
accumulate all the world's experience in actor education and actor training, to relate that experience

to our national traditions and to enrich our knowledge and our training practice.

Let's think about how best to present these books within the WTEA, in each of our schools.

Good luck to us all, health and good luck! See you again, face-to-face, online, most importantly, for
good occasions!

17
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| am very pleased to write the message as the new president of Oklahoma City University. | enjoyed
hearing about the visits made by President Hao Rong and the CAD delegation to our campus in
February 2019 and by my predecessor, President Martha Burger, to your campus in March 2019.
Our visits have strengthened our working relationship that was started by OCU Music and Theatre
Dean Mark Parker and Mr. Gu Ming’s visit to CAD in October 2018.

Our efforts in building a stronger cooperative relationship for our two schools will pave the way for

exchanges between our respective students, faculty, and staff.

Oklahoma City University was founded in 1904. Our School of Music, School of Theatre, and
School of American Dance and Entertainment are among the top five in the United States, and they
have a long and productive working relationship with their counterparts in China. Our School of
Business was the first American university approved by China’s Ministry of Education in the 1980s
to offer in China an MBA program to Chinese students and professionals. Our other schools and

colleges have been working with Chinese universities, colleges, and professional organizations.
Oklahoma City University’s Wanda L. Bass School of Music and School of Theatre are applying with
World Theatre Education Alliance to attend its virtual International Theatre Festival that will be held

in October 2021. | fully support our efforts in this regard.

| appreciate your time and consideration and wish you the best.

19
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Title: Teaching assistant at the Department of Directing

. Research specialties: Brecht's plays and epic theatre
KT

Zhang Changjie Main achievements: created such plays as ‘The Most Beautiful Woman in the World’, ‘Revive’, ‘The
Best Drama in the World’, ‘The Good Person of Szechwan’, and ‘Man is Man’; published a paper
titled “Xiangsheng’s Impact on Rehearing Epic Theatre’.
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Exploring Chinese Epic Theatre Directing

Epic theatre has been an important part of theatre since ancient times. At the same time, it has always been considered as
a western concept imported into China. In the 20th century, German writer Bertolt Bretch started his revolutionary idea about

contemporary epic theatre, introducing the concept of “alienation effect” into theatre performances.

21
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As Bretch developing his theory, Peking opera, a Chinese traditional theatre performance was one of his crucial inspirations.
However, there are many other kinds of Chinese traditional performing arts than Peking opera that contain the elements of
epic theatre, but with their own unique ideas that can be implemented when practicing modern epic theatre. We should not

only study Bretch’s theory, but also learn from our own traditional arts when practicing and study epic theatre.

This article mainly tries to explore the commons and differences between western epic theatre and Chinese tradition theatre,
in order to theorize the acting methodology of Chinese traditional theatre and to inspire more ways of practicing epic theatre.
This article includes 4 parts: 1. What Bretch saw in Chinese theatre and what is “alienation” he saw through a Chinese lens;
2. The comparison between epic theatre and “Pingshu”. 3. The comparison between epic theatre and “Xiangsheng”. 4. The
prospect of “Chinese Epic Theatre” and it's basic acting methodology.

In part one, we mainly focus on Bretch’s theory, briefly introducing how important “alienation effect” is to epic theatre.
Analyzing what it is in Chinese theatre in general.

In part two, we put attention on the traditional performing art “Pingshu”, with Bretch’s theory alongside Chinese traditional
performing theory, trying to find the element of epic theatre in Pingshu and how we can practice in modern epic theatre plays.
In part three, we put attention on the traditional performing art of “Xiangsheng”, analyzing its diverse ways of performance
and unique technics, for the purpose of introducing the acting method in epic theatre practices.

In part four, we briefly conclude the features in different Chinese traditional performing arts and the methodology they share,
and find out their root in Chinese history and culture. The concept of epic theatre indeed was imported into China, yet the
fundamentals may have always been lying in our traditional arts, waiting for us to explore. In the study of our regional acting
methodology, Chinese epic theatre should perform an important role.

22
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Shota Rustaveli Theatre and Film Georgia State University, Georgia

i %
THE% P 2004 ,

2009-2014

TR - : (2008. ISBN 978-99940-719-4-4)
TR . SR (2013. ISBN 978-9941-9375-3-8)
Tamar Tsagareli 3 (ISBN 978-9941-9716-8-6) 2009——2021

Titles: Doctor of Art Sciences; Associate Professor, theatre critic.

Work experience: (2004 up to date) working in Shota Rustaveli Theatre & Film Georgia
State University—Literary Editor, Assistant of Scientific; Director of Education and Research
Institute, Assistant of rector; Member of the Academic Council to Associate Professor on The Art
Sciences, Media and Management Faculty; Invited Lecturer (2009 -2014) in Theatre Critic and
Theory in Shota Rustaveli Theatre & Film Georgia State University on The Art Sciences, Media
and Management Faculty; Lecturer of Theatre and drama critic and theory in Shota Rustaveli
Theatre & Film Georgia State; Lecturer of Art history in Caucasus University/Caucasus School of
Humanities (CSH) (2012 - Present).

Main achievements: translated Literature: “Jerzy Grotowski” (2008. ISBN 978-99940-719-4-4);
author of the book “Theatrical Art and Anthropology” (2013. ISBN 978-9941-9375-3-8); author of
the book "History of World Theater" 3 volumes (ISBN 978-9941-9716-8-6). Participated in regional

and international scientific forums and conferences - From 2009 including 2021 Years
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Georgian Drama School Teaching & Training

Modern Georgian Drama School has changed a lot since the time of traditional Greek Tragedies and Roman Theatrics.
Technology changes have changed many of the different methods that we use to convey artistic styles and themes. Today's
theatre has many contrasting and diverse styles; it contains both higher levels of musical and acting talent. Our student’s
guest performance for instance, is a great example of modern theatre. It contains a very interesting script, and the theme
of the story is a combination of comedy and tragedy. Technology changes in costuming, prop building and even acting has

25
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changed everything about the theatre. Wicked also took on an international presence, unlike past theatre, which was isolated
to regional performances and even seasonal performances, Wicked has been shown on every continent on the planet. Even
though there have been a lot of changes in modern theatre, the core components of modern theatre are still the same as
they have been in the past. Although theatre has evolved a lot from historical theatre, many of the same themes, styles and
developments are still consistent with the past.

Theatre had its origins in the earliest parts of human history. Before there was actual theatre and actors, the first form of
theatre can be found in the development of dance culture. Dances were originally performed in commemoration of major
events, celebrations and religious ceremonies. At first, they were very informal affairs with little practice, but dancing as
rituals evolved into very sophisticated forms of artistry by the 3000 BCE era. The foremost reason that dancing occurred
was for religious rituals. The theme of religion that first originated in ritualistic dancing will continue in theatre for more than
four thousand years. Famed critic Ellis Havelock explains, "Religious dances, it may be observed, are sometimes ecstatic,
sometimes pantomimic. . . . Pantomimic dances, with their effort to heighten natural expression and to imitate natural
process, bring the dancers into the divine sphere of creation and enable them to assist vicariously in the energy of the gods.
The dance thus becomes the presentation of a divine drama." As dancing became more sophisticated with time, and they
were eventually performed at every level, especially before major events such as wars, seasonal changes, or religious
celebrations. Eventually, rituals evolved further into sophisticated displays that took on themes and styles, this was the first
development of drama as we know it. The evolution of dance from tribal and informal affairs into very complicated rituals can
be seen in Persian and Asian early civilizations, they exhibited the most complex form of evolving dance culture.

Modern theatre is very hard to explain unless we can see it through the lenses of history. Georgian theatre is very diverse, it
contains many different styles of theatre that includes traditional theatre in the form of Shakespeare plays, but it also extends
out as far as Cirque De Soleil and the modern Georgian dramaturgy. All of these different forms of theatre have common
similarities however that were inherited from the past. One of the major developments of modern theatre is the location of a
central theatre “Rustaveli” in Tbilisi City. The development of Rustaveli Theatre, especially in the early 1900s made it one of
the most prominent areas of theatre culture in the world. Rustaveli Theatre brought out a new culture to theatre because it
created “theatre as art” to a new level; it also brought social distinction between classes.

The theme that is consistent in Georgian theatre is Realism, a concept that was developed as early as the Roman era, but
only became mainstream during the Renaissance and beyond. Realism is theatre that depicts real life, both its pitfalls and
its brutality. This is best seen in a classic Georgian play, “The Caucasian Chalk Circle” by Bertolt Brecht, but it interpreted

26
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currently in Georgian reality. Which showed how the Georgian dream can sometimes be only a dream for the majority of the
Georgian people? Theatre has now diversified to many different thematic focuses however. Musicals, theatre, and classical
theatre are very different each with their own “Mecca” and focus.

Another major development is in the educational system for actors and writers, within modern theatre it is no longer a guild
system as in previous generations and eras, but now there are formal University and colleges that teaches the art of acting
and theatre. Actors and writers formed their own guilds that were able to leverage their talents to help increase theatre
within the Georgia in general. As technology increased, theatre is now more accessible than ever, stages are much easier to
construct and skilled actors and writers can travel the world in order to stage their performances. Technology has also made it

much easier to build props, so performances today are becoming more realistic with better props and better technology.

Theatre has a very strong place in our society because of its culture and history. However, even with the success of theatre
it has changed because of the emergence of television and radio, which compete with theatre in terms of entertainment
venues. As a result, theatre has become a more upper class or “sophisticated” enjoyment, which has led to the emphasis
on musicals. In the new millennium, theatre will change even more, this can already be seen with the new types of musicals
show that are being performed on Georgians modern theatre, as well as new theatre troupes like Cirque De Soleil which are
revolutionizing how we see theatre and theatrical performances. In both cases, theatre is very much alive, and many of the
elements of today’s theatre can be seen throughout history. For thousands of years, theatre has developed and become a
very important part of our society. Therefore it only makes sense that it will continue to be more important as time goes on.

27
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The Athens Conservatoire Drama School, Greece

ATHENS CONSERVATOIRE
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FEHTIEE - Rt T Titles: Assistant Professor at the Department of Theatre Studies, University of Patras, Greece.
Constantina Ziropoulou For over a decade she is also a Professor in Dramaturgy at the Athens Conservatoire Drama
School.

Academic background: B.A. in Classics, (National and Kapodistrian University of Athens), a
Master’s Degree in Drama (University of Essex, UK), an M.Phil. (Theatre Department, University
of Athens) and a Ph.D. from the Aristotle University of Thessaloniki (2007).

Specialties: postwar and contemporary Greek and European drama as well as the reception of
ancient Greek drama in modern times.

Main achievements: published several academic articles; an author of three books on modern
and contemporary Greek theatre.
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Staging Ancient Greek Drama:
Acting and Directing Issues from Antiquity to the Present

The presentation tackles acting and directing issues of ancient Greek drama from antiquity to the present. The origins of
ancient Greek drama, that can be traced back to the dithyramb hymn, the connection between drama and the Athenian
democracy, and the role of the Chorus, the latter being a distinctive feature that sets ancient Greek drama apart from all
other theatre forms worldwide, is covered. The first part of the presentation touches upon directing and acting issues during
classical antiquity. In the second part, ancient Greek drama (tragedy and comedy) productions staged from the Independence
of the modern Greek state (1830) to this day are discussed. In the third part, a few representative examples of ancient Greek

drama productions by international directors are presented, alongside their reception by Greek audiences.

As far as the first part is concerned, what little can be said about the acting and directing style of that time must be
reconstructed from limited anecdotal and pictorial evidence. The basic characteristics of that period’s acting style can be
summarized as follows: Acting was extremely important to the ancients—hence in 449 BCE, apart from the prizes for best
play, a category for best acting was instituted. Since one actor (always male) played many parts (including women), or
the same part might be played by different actors, there could be no type-casting. A maximum of three actors on stage
simultaneously made sense because the audience could not see mouths moving, yet had to know at every point who was
speaking. The theatre’s size—the estimated capacity in the fifth century was 17,000—surely restricted the nuance and
subtlety of the acting. It also made audibility the first requirement for the actor. In contrast to proscenium stages where the

action is focused on the other actor, while the audience disappears little by little into darkness, in ancient Greek theatre, the

30
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circular shape of the orchestra, with the audience almost surrounding the actor, makes us imagine the speaker’s energy
emanating in all directions from a vertical axis. The mask is the defining convention of Greek theatre. lts use meant that
facial expressions could not be seen, and small, subtle gestures would not track well. Tragic masks of the classical period
are characterized by lack of expression. Actors had to rely on large, grand gestures and poses. The masked Greek actor had
to use his body to demonstrate a variety of emotions. Mask also created for the protagonist the opportunity of a complete
change of identity within seconds. The movement of the actor was also shaped by his costume. Tragic costumes were highly
ornate and colourful, emphasizing the ceremonial nature of the performance. Little by little, however, formal costume gave
way to increased naturalism. In ancient comedy, mask veers toward the extravagant and grotesque, underlining the element
of the ridiculous.

Sometimes it may portray caricatures of typical characters or famous personalities of the era (like Socrates in The Clouds).
It may even describe abstract meanings, fictional creatures, animals or birds. The most distinguishing part of the was
comedian’s costume was the leather phallus that hangs under the himation. Music played such an important role in Tragedy,
that in order for a play to be funded, the poet/composer had to first present its music. Choral songs were accompanied by the
sound of the aulos. Visual evidence shows the auletes often among the choral dancers, suggesting that the musician was
visible, a sort of para-performer.

The second part of the presentation focuses on the revival of ancient drama in Greece, describing landmark directorial works
from the early Independence years to this day. The main features of a domestic, acting and directing, tradition related to the
revival of ancient Greek drama, by now well- established in our country, is expounded. We also explain how and why ancient
Greek drama revival is closely linked with ideological issues of national identity and the socio-political history of modern
Greece overall. Special mention is made to the first Delphic Festivals, as well as to the more conservative acting and directing
style initially adopted by the National Theatre of Greece. Representative examples of performances by other directors who
adopted a more modern or post-modern staging style (K. Koun, M. Cacoyannis, A. Voutsinas, S. Vrachoritis, L. Vogiatzis, D.
Papaioannou, Th. Terzopoulos, M. Marmarinos, A. Biniaris et al.) are subsequently presented.

In the third part, examples of performances by major international directors are discussed, shedding light to acting and
directing issues that make these performances noteworthy (T. Suzuki, Ninagawa, Ariane Mnouchkine, PeterStein, Peter
Hall, Robert Sturua, Mattias Langhoff, A. Vasiliev, K. Warlikovski, B. Wilson, to name a few). On the whole, throughout these
performances,Greek culture intersects with other cultures. At the same time, the timelessness of these texts is consistently
highlighted.
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In conclusion, it becomes obvious that the number of productions of ancient Greek drama increases every year at both
indoor and outdoor theatres, as well ancient amphitheatres, industrial areas, bigger or smaller stages. Acting and directing
approaches vary enormously, while texts are deconstructed, adapted, and remade into contemporary fables— in other
words, these plays are still alive in the truest sense of the word. All those, who choose to undertake the joy and challenge of
directing and performing ancient Greek drama, form an integral part of its evolution. It is a privilege to be able to witness all
the different worlds created through the eyes of each practitioner, student, performer, and teacher breathing life into ancient
Greek drama.
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A Study on the Application of “Method Acting Technique”

— Macbeth Incarnation, The God of Misfortune Applied with Sensory and
Animal Training

This paper studies “Sensory training” and “Animal training” among Lee Strasberg’s Method Acting Techniques. Unlike
“Emotional memory” that relies on actors’ personal, subjective emotions, sensory and animal training have the advantage
of practical application on the stage as methods for implementing objective and physical phenomena. Nevertheless, two
training methods have been under-discussed compared to emotional memory in many studies of method acting. Accordingly,
this study analyzes to determine the sensory training as an internal approach for actors and animal training as an external
approach. In this research, two methods will be reconsidered of its importance in that it requires flexible and reciprocal
development between actor’'s emotions and body. This criticizes the general idea that method acting is too much focused
on the psychological and emotional internalization of actors. Based on this research direction, this paper organizes the key
concepts and theories of sensory and animal training, that | have learned at Strasburg’s New York workshop, and applies
both methods of training to the adaptation of Shakespeare’s original, <Macbeth Incarnation, The God of Misfortune>.

Key words : Method Acting, Lee Strasberg, Sensory Training, Animal Training, Macbeth Incarnation, The God of Misfortune
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Contact and Relaxation as Emotional Triggers in Basic Acting Training

The paper contains description of the working methods during the first year of acting studies. This basic acting training is a
mixture of my acting experiences - mainly with improvising - and exercises inspired by Viola Spolin, Stephen Book and Uta
Hagen.

As most important emotional triggers for young actors | underlined contact and relaxation. To relax is to work on a natural
body and creative mind. To get in contact is to achieve one of most important states for an actor: to focus on reality around
not on oneself. Detailed description of those two themes constructs a positive method of actors training which | contrast with
old school of traditional corrections.
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2020-2021

The Learning Process in Art is Never Over

The question of “national methodology for acting” has led me to share my own teaching experience. In the paper, |
concentrate on essential, from my point of view, questions of thespian education: updating methods, the power of gaining
knowledge empirically, and the worth of creative crisis and mistakes in acting. | also take a closer look at the role of the
teacher in the learning process.

The 21st century is a time of incessant changes. It is of necessity to reformulate our thinking and taking another look at our
knowledge and past methods of work. In this paper, | describe such the situation on my own example. | look at the creative
process that took place in my 1st year work in the 2020/21 semester, and present the main assumptions and goals of my

work. | also share ideas for practical exercises which | have used at “elementary acting tasks” classes.

The paper can be an inspiration and encouragement for further thought on the topic of methodology of teaching acting, and it
can help take a look at the role of methodology from a new perspective.

Keywords: methodology, acting, education, creativity, process
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Live Traditions in Contemporary Theatre Education in Russia

The concept of Stanislavski's Method is now perceived as a complex phenomenon for modern interpretations. A range of
methodologies can be obtained from various periods of Stanislavski's work. The early phase (1900s) focused attention on
imagination, emotional memory, the aesthetics of symbolism; the use of yoga in acting practice. The 1920s were marked by
approaches to working with physical side of stage presence. The 1930s were associated with the analysis of action. It was
also the period when Nikolay Demidov's concept of subconscious spontaneity on stage was rethought in etude technique.

Nowadays, educators create own strategies on the Method basics. Moreover, the introduction of innovative
psychophysiological trainings takes place simultaneously with appeals to ideas of Yevgeny Vakhtangov, Mikhail Chekhov,
and even Meyerhold's biomechanics, often considered a contradiction to Stanislavski (which is not quite true from a historical

point of view).

Today we speak about three methodological pillars: Analysis through action, Method of Etudes, Game as theatre nature.
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The Specifics of Co-Education of Directors and Actors
at the Directing Faculty of GITIS

Actors, Directors and Set Designers Study Together

Actors and directors study together at the directing faculty of GITIS. Every year, a course is recruited, consisting of two
groups - directing and acting. There is also an experimental course where set designers also study with them, it is recruited
every 4 years.

Workshop System

The faculty is based on a system of workshops, each headed by a unique master with a professor degree - there are just 4
of them, speaking of full-time education. Each master has his own team of tutors, and each workshop has its own specifics
and nuances of training. Students often know in advance which master they want to be educated by and often wait for his
recruitment.

The Teachers Are Directors of Great Demand, Graduates of the Faculty

The teachers are mostly graduates of the faculty of different years, which makes it possible to preserve and transmit
pedagogical traditions dating back to Stanislavsky's direct students. In addition, there are mostly directors of great demand
teaching at the faculty, who come to classes straight after their current rehearsals in theaters. Thus, the knowledge and
practical skills that they pass to students are cleared of outdated dusty theorizing and are directly related to the modern
theatre process.

The Co-educational Model

The joint education has following model: actors and directors together attend general education and special disciplines,
trainings and improvisations with the tutors. But the most important thing is that every single day directors rehearse their
own works - etudes, scenes and extracts from plays taking actors and other student directors in them. And this on weekend,
too. Once a week, a show of etudes is arranged, after which a detailed joint discussion is held. Tutors, actors and directors
discuss the process and the results together, learning to analyze the work of their classmates, too. At the end of the semester,
an exam is going to be held from the most interesting director's works, where the audience and the members of the directing
department are invited.

(Please go to WTEA website for the full version)
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Etude As a Method of Rehearsing

The etude is often not perceived at all as something independent, but auxiliary.
Of course, everyone has a different view of the sketch and this is normal, but still | would like to suggest looking at the sketch
a little more broadly, as a form of theatrical life, if you want, stage existence.

While teaching students, we faced such a problem - when students come to the institute, in the first half of the year they are
overwhelmed by the seriousness of tasks, professional obligations, high artistic standards, and they begin to lose their ease,
the ability to take risks... and strangely enough, they lose the joy and happiness of creativity, why they came here in principle.

And we are constantly looking for ways to return them to happiness and the joy of creativity.

And for us, such a method is an etude. It is in the sketch that the initial impulse of creativity arises, not squeezed by the
frameworks of the plan, in which the actor's nature reveals itself in an unusually interesting and unpredictable way, After all,
life is also an improvisation, and the sketch fully reflects the style of life itself: sloppy, charming, unpredictable and sometimes
frighteningly deep.

Key words: etude, creativity, method
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Techniques for Mastering the Role in The Educational Process
—on the Example of the 2nd Year Students of The Acting Department

GITIS is one of the oldest theatrical educational institutions in Russia; acting and directing training at the institute is primarily

based on the Stanislavski system.

Continuity in education is very important and maintained in our institute. Basic knowledge of the K.S. Stanislavsky is passed
from hand to hand, from one generation of teachers to another. Outstanding teacher of GITIS, professor M.O. Knebel, was
a student of K.S. Stanislavsky. Artistic director of our course B.A. Morozov studied under M.O. Knebel. | studied under B.A.

Morozov. We strongly hope that this chain that connects our teachers with K.S. Stanislavsky will never be interrupted.

At GITIS, students are expected to study the entire educational cycle in one workshop with a permanent teaching staff. It
allows teachers to reveal the creative abilities of students in the best possible way, to understand the specific features and
originality of each, to imagine them in various roles and different genres, and for students it is an opportunity to master in
detail all the components of acting. It is quite difficult to do if a student learns different parts of the educational program at

several universities, moving from one educational institution to another from time to time.

At the same time, GITIS is always open for a creative dialogue with other acting schools and education systems As a rule, in
the first semester of the 2nd year we start working with works of Russian literature, and in the second semester — with foreign
literature.

(Please go to WTEA website for the full version)
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Physical Training as a Tool of the K. S. Stanislavsky System Elements
Development in the Technique of the Dramatic Artist

Well known that attention and perception are the basis from which the actor's technique begins, this is the foundation and this
is a step towards subsequent, more complex skills, so traditionally mastering these parameters is laid in school from the very

first steps.

"All other elements of acting and directing are grouped around perception. The first bright, extremely emotional, not invented,
but the most natural and unique personal perception - this is what the educational process is based on."

Perception touches attention, thinking, imagination, concerns the artist's well-being, and affects a number of parameters
important in matters of the psychophysical process and the actor's technique. His psychophysical apparatus functionality.

Perception is also associated with the actor and director observation in life - this is his perception of life itself as material for
creativity. But stage perception means the ability to see, hear, touch, feel everything that happens at every moment of your
being really, truly.

We can say that perception is a direct sensual (with the help of five sensory organs) reflection of reality by a person, the
ability to perceive, distinguish and take into himself, into his consciousness the phenomena of the outside world.

Perception is an active process, because in the end not sensory organs perceives, but a person through his organs of
the senses, which are part of the Central Nervous System (CNS), that operates these processes, being at the center of
everything that happens. Understanding these laws allows you to look at acting training as a more holistic process, in which
understanding the regularity of the human nervous system functionality in whole, makes it possible to get closer to more
complex and differentiated professional issues and tasks of acting practice.

(Please go to WTEA website for the full version)
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Less is More: Change and Radical Dynamics as Central Tenets of an
American Actor Training

Less is More: Change and Radical Dynamics as Central Tenets of an American Actor Training explores the idiosyncrasies
and central philosophies of acting training taught in the professional actor training program at Oklahoma City University.
In the paper, the author describes a series of basic acting exercises that his program currently employs to help student
actors embody the concepts of radical change and discovery onstage. The author explores the concept of “the seven
acting demons,” shows how those demons tend to plague young actors, and offers a series of explorations that he and his
colleagues have found useful in combating those demons.

Acting is about change. It is as simple and as devilishly complicated as that, (as are, frustratingly, most things that are true
about this art form). It is a phrase that every one of my former students will tell you they have heard from me a million times,
in varied settings. Because all acting challenges, when boiled down to their DNA, are about change. And in this paper, the
author will be able to explain why and how he thinks this is true, explore ways to make change easier to find as an actor, and
look at a few of the basic ways actors block themselves from accessing change on stage.

In life, we always want something, and are fighting to get it. In acting, we call this objective. And to achieve this objective we
have to DO something. For now, we will call this tactic, or action, or intention. So we do the action. And then we see if it
succeeds. We ask “did | achieve the objective? Did | get what we want?” If so, we no longer need to work to get that thing,
so we turn our attention to a new objective, which requires us to change tactics. If not, then we have to ask ourselves, do |
still want the thing | was after, my objective? If not, then | give up, and turn my attention to some new objective, which forces
me to change tactics. If the answer is yes, if | still desire and long to fight for that same objective, then | will change my
tactics and DO SOMETHING ELSE to try and achieve it.

The author contends that is an actors job not only to change but to change RADICALLY. Acting is about bold dynamics.
Thinking of acting moments as colors, a metaphor that the author returns to several times, if beat one is blood red, can |
make the next beat blue? Or another color far apart on the spectrum? Most actors are satisfied making small changes:

blood red to burgundy to carmine, for instance. And while these are all different choices, different shades, and while moving
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from one color (action/ tactic/intention) to the next is undoubtedly a change, they are also all darkish reds, and because the
changes are so subtle, we risk allowing our audience to get comfortable, and for us to lose their attention.

In the final section of the paper, the author discusses the seven great acting demons that challenge every actor, and make

finding specific and radical changes more difficult. The demons, which he names:

1) Not being in the moment

2) Playing emotions

3) Not asking questions/making statements
4) Not listening

5) Not receiving or transforming

6) Mixing colors, and

7) Not making discoveries

are with young actors all the time. Stanislavski's system, notably the focus on playing simple actions in individuated beats as
a framework for larger performances, and the demand to DO and not FEEL are the primary weapons we have to defeat those
foes. In this final section of the paper, a series of exercises and explorations are proposed as further guides to help train
young actors to identify these demons and banish them from their work.
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