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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

What is a Playwright?

Explore personal views and opinions on the craft of playwriting.

To respond to questions about the craft of playwriting.
To form personal objectives for a playwriting unit.

 » Read each question on the What is a Playwright Handout.
 » Think about your response to each question.
 » Fully expand on your answers. Aim for five sentences for each question.
 » Write your name at the top of the sheet.
 » Hand in your responses at the end of class.

 » What is a Playwright? Question Sheet.
 » Paper.
 » Pen.
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What is a Playwright? Response Sheet Name:_________________________________
Use the back if necessary.

Answer the following questions on a separate sheet. Aim for five sentences each. 

1. When you think of the word theatre, what are the first five words that come to mind?

2. Why do people go to the theatre?

3. What is a playwright?

4. What are the differences between plays and movies?

5. Name five elements that make a good play.

6. What do you think about playwriting?

7. What do you think about your ability to write a play?

8. What do you dread most about playwriting?

9. What are you looking forward to the most about playwriting?

10. What are your goals concerning this unit?

11. What are you going to do to achieve these goals?
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Match the Quotes

Match the Shakespeare quote with the appropriate play and character. 

To reinforce knowledge of Shakespeare’s plays.
To practice reading Shakespeare’s language.
To become familiar with Shakespeare’s language.

 » Review the Match the Quotes Handout.
 » Match the original Shakespeare quote with the play and character.
 » Bonus: Translate the quotes into modern English. How would each quote be said today?

 » Match the Quotes Handout.
 » Pen.
 » Paper.
 » Dictionaries.
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Match the Quotes

1. Review the Match the Quotes answer sheet.

2. Using the list below, match each quote with the play it’s from and the character who speaks it.

3. Hand in your work at the end of class.

Play List Character List
The Taming of the Shrew Marc Antony
Othello Queen Gertrude
As You Like It Jaques
Macbeth Dick the Butcher
Hamlet, Prince of Denmark Polonius
Henry VI Witch
Richard III Shylock
Hamlet, Prince of Denmark Romeo
Romeo and Juliet Petruchio
Romeo and Juliet Hamlet
King Lear Katherine
Henry IV King Richard
Hamlet, Prince of Denmark King Lear
Julius Caesar King Henry
A Midsummer Night’s Dream Lady Macbeth
Romeo and Juliet Puck
A Midsummer Night’s Dream Iago
Macbeth Juliet
The Taming of the Shrew Lysander
The Merchant of Venice Macbeth

Bonus: Translate the quotes into modern English. How would each quote be said today?
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Match the Quotes Response Sheet Name:_________________________________
Use the back if necessary.

Quote Play Character

Is this a dagger which I see before me?

I come to wive it wealthily in Padua.

Oh Romeo, Romeo, wherefore art thou Romeo?

My mistress with a monster is in love!

To be, or not to be.

A horse, a horse! My kingdom for a horse!

Friends, Romans, Countrymen, lend me your ears!

A plague o’ both your houses!

What light through yonder window breaks?

All the World’s a stage and all the men and women merely 
players. 

How sharper than a serpent’s tooth it is to have a thankless child!

The lady doth protest too much methinks.

The course of true love never did run smooth.

Neither a borrower, nor a lender be.

Double double, toil and trouble, fire burn and cauldron bubble.

The pound of flesh, which I demand of him, Is dearly bought; 'tis 
mine and I will have it. 

If I be waspish, best beware my sting. 

Uneasy lies the head that wears a crown.

O, beware, my lord, of jealousy; it is the green ey’d monster.

Let’s kill all the lawyers.
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Match the Quotes Answer Key

Quote Play Character

Is this a dagger which I see before me? Macbeth Macbeth

I come to wive it wealthily in Padua. Taming of the Shrew Petruchio

Oh Romeo, Romeo, wherefore art thou Romeo? Romeo and Juliet Juliet

My mistress with a monster is in love! A Midsummer Night’s Dream Puck

To be, or not to be. Hamlet, Prince of Denmark Hamlet

A horse, a horse! My kingdom for a horse! Richard III King Richard

Friends, Romans, Countrymen, lend me your ears! Julius Caesar Marc Antony

A plague o’ both your houses! Romeo and Juliet Mercutio

What light through yonder window breaks? Romeo and Juliet Romeo

All the World’s a stage and all the men and women merely players. As You Like It Jaques

How sharper than a serpent’s tooth it is to have a thankless child! King Lear King Lear

The lady doth protest too much methinks. Hamlet, Prince of Denmark Queen Gertrude

The course of true love never did run smooth. A Midsummer Night’s Dream Lysander

Neither a borrower, nor a lender be. Hamlet, Prince of Denmark Polonius

Double double, toil and trouble, fire burn and cauldron bubble. Macbeth Witch

The pound of flesh, which I demand of him, Is dearly bought; 'tis 
mine and I will have it. 

The Merchant of Venice Shylock

If I be waspish, best beware my sting. The Taming of the Shrew Katherine

Uneasy lies the head that wears a crown. Henry IV, Part Two King Henry

O, beware, my lord, of jealousy; it is the green ey’d monster. Othello Iago

Let’s kill all the lawyers. Henry The Sixth, Part 2 Dick the Butcher
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Letters

Write letters between two characters in a play.

To reinforce knowledge of a text through an outside exercise. 

 » Students will choose a text they are currently studying or have recently studied in class, and choose 
two characters from that text. 

 » Students will write three sets of letters back and forth between these two characters. 
•	The first letter takes place before the action of the play. 
•	The second letter takes place during the action of the play.
•	The third letter takes place after the action of the play.

 » Students will demonstrate how well they know the characters by how they approach the task. What 
language do the characters use? How do they reference plot points? How does the relationship 
between the two characters evolve?

 » Students will hand in all three letters at the end of the class period.

 » Letters Handout.
 » Reference text.
 » Pen.
 » Paper.
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Letters

1. Choose a play that you are currently studying or have recently studied in class.

2. Choose two characters from this text. (e.g. Juliet and her Nurse from Romeo and Juliet)

3. Write three sets of letters back and forth between these two characters.

 » The first letter takes place before the action of the play. 

 » The second letter takes place during the action of the play.

 » The third letter takes place after the action of the play.

4. Show the personalities of each character as you write their letter. What type of language do they 
use? How does their relationship evolve through the letters? What plot points can you refer to in 
the letters?

5. Hand in the letters at the end of the class period. Write your name at the top of each sheet.
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Finish the Thought

Explore personal views and opinions.

To respond to thought starters using carefully considered and fully explored personal views and 
opinions.

 » Review each thought starter.
 » Think about your response and opinion on each starter.
 » Finish the thought in each starter with careful consideration and a genuine approach.
 » Fully expand on your response by writing at least five sentences for each thought starter. Use the 
back of the paper if necessary.

 » Hand in your responses at the end of class.

 » Finish the Thought Response Sheet.
 » Paper.
 » Pen.
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Finish the Thought Response Sheet Name:_________________________________
Use the back if necessary.

Finish and respond to each Thought Starter with your own personal view and opinion. 

1. I have always… 

2. I remember… 

3. It would be interesting if… 

4. I have no problem with… 

5. I try not to… 

6. I have never… 

7. I want… 

8. I don’t want… 

9. I would like to… 

10. Why does… 

11. I hate… 

12. I fear… 

13. I love… 

14. I wish… 
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Fictional Prompts

Explore monologue and scene writing based on given suggestions.

To respond to and expand upon the suggested fictional prompts.
To practice writing monologues and scenes.

 » Review the fictional prompts and choose three, at least one of which must be a scene.
 » Think about your response for each and write a monologue or scene.
 » Fully expand on your response – monologues should be at least half a page, scenes at least a page.
 » Hand in your responses at the end of class.

 » Fictional Prompts Handout.
 » Paper.
 » Pen.
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Fictional Prompts Response Sheet Name:_________________________________
Use the back if necessary.

1. Write a monologue that takes place on the first night of the zombie apocalypse.

2. Write a scene where two enemies are stuck in an elevator.

3. Write a scene between a person and their inner voice. The inner voice does not think much of the 
person.

4. Write a monologue in which the character reveals a childhood moment that changed their life.

5. Write a scene between a boyfriend and girlfriend. The girl is mad at the boy, but she can never say 
the words “I’m mad at you” in the scene.

6. Write a scene between two aliens preparing for the invasion of earth.

7. Write a scene that represents a teen’s nightmare the night before an exam that will determine 
their future.

8. Write a scene between a teen and their 60-year-old self.

9. Write a monologue in which a girl has to convince her brother to lie for her.

10. Write a monologue in which a boy has to convince his sister not to run away.

11. Write a scene that involves a mild mannered accountant, except when it comes to his favourite 
hobby.

12. Write a scene between a girlfriend and boyfriend. The boy doesn’t like that the girl is a bigger 
football fan than he is.

13. Write a monologue from the perspective of a food item in the refrigerator. What’s life like in the 
fridge? Give the food a defined emotional state in the monologue.

14. Write a scene between two characters who meet for the first time. During the scene they find out 
they have something in common.

15. Write a scene between two characters at a bus stop. They have stood together at that bus stop 
every day for three months and today, one decides to talk to the other. It’s a big mistake.
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Character Collage

Create an artistic visual representation of a character in a drama text.

To reinforce knowledge of a text through an outside exercise.
This is a great exercise to deepen a student’s knowledge of a character in a monologue.

 » Choose a character from a text students are currently working on. The name of the character is to 
be placed in the centre of the page.

 » Using magazine pictures, words, drawings, objects, colours, and textures, students create a 
character collage that shows physical, emotional, and personality traits. Important events should 
also be visualized.

 » Remind students that they are not to create an exact physical representation.
 » Hand in the collage at the end of the class period.

 » Bristol board.
 » Magazines.
 » Markers.
 » Glue/tape.
 » Scissors.
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Character Collage

1. Choose a character from a text you are currently working on. Write their name on the centre of 
the page.

2. Create a character collage for this character including pictures that represent personality traits of 
the character, events in the character’s life, and dominant emotions of the character. 

3. Use a variety of media: magazine pictures, drawings, objects, lyrics, and words.

4. Most importantly, the collage is not a photograph of the character’s appearance. Aim for abstract 
and realistic elements in the collage; internal and external elements of the character.

5. Write your name on the back of the collage. Hand in the collage at the end of the class period.
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Blocking

Learn blocking shorthand and apply it to a monologue.

To learn blocking tips and standard blocking notation.
To demonstrate a knowledge of blocking by notating a monologue following specific criteria.
To explain blocking choices.

 » Read the Blocking Handout.
 » Based on the given information, write down blocking notation for the monologue on the blocking 
exercise sheet, making sure you follow the designated criteria.

 » Write a paragraph on why you chose the specific blocking and how it is character-driven.
 » Write your name at the top of the sheet.
 » Hand in the blocking exercise sheet at the end of class.

 » Blocking Handout.
 » Blocking Exercise Sheet.
 » Pen.
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Blocking

At some point you will need to block a piece of 
theatre, whether it’s blocking yourself in a monologue, 
working in pairs for a scene, or perhaps you’ll direct 
or stage manage a play.

Blocking is an important part of the theatrical action, 
otherwise actors merely stand on stage and spout 
their lines. How an actor moves, where they move and 
when they move must be taken into consideration.

Origins of the word “blocking”
In the 19th century, directors often used blocks 
of wood to represent actors as they planned the 
movement.

Blocking Tips
•  Blocking should be character-driven – never 

have actors move, sit, or stand simply “because.” 
Look at what the character is trying to achieve 
in the moment. Look at the emotions they 
are trying to convey or hide and use them  to 
promote the physical action of the character.

•  Blocking should employ a variety of levels. 
High, medium, low, jump, sit, lie on the floor.

•  Blocking should employ a variety of pace. 
There are many different ways to move about a 
space: creep, run, slide, crawl, shuffle, glide.

•  Avoid straight lines in your blocking. Lines 
are flat on stage. Shapes are dynamic. Think of 
triangles instead of lines. Always think of the 
picture being presented to an audience.

Blocking is... the planning out of the 
physical action of actors on stage

Blocking Shorthand
There is a standard shorthand for marking blocking notation 
on a script:

Stage Right SR Go Down Stairs

Stage Left SL Go Up Stairs

Upstage US Sit

Centre Stage CS Stand (Rise)

Down Stage DS Cross Above (Behind)

Cross X Cross Below (In front of)

Upstage Right USR Turn

Upstage Left USL Lie Down

Downstage Right DSR Lean

Downstage Left DSL Jump Up

Enter En Look At

Exit Ex On top of

Offstage OS Stop

Pick Up P/U Chair

Put Down P/D Table

Kneel Kn Push
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Blocking Response Sheet Name:_________________________________
Use the back if necessary.

DUNNO from Tick Talk by Lindsay Price 

I don’t know. I don’t know. I don’t know. I don’t know anything. I 
don’t know what I want to be or what do. I don’t know why my parents 
hate me. Everyone hates me. I hate me and I hate that I hate me. I’ve 
got a hurt like a fist in my chest and it never goes away. Every morning I 
wake up and it’s there and I don’t know what to do about it. Everything 
is pushing in, and pushing in and I wake up and the hurt in my chest 
and I can’t breathe. And if I don’t do something to get this hurt out of 
my chest.... When do I know what I want? When am I going to be able 
to explain myself, or be myself without it being wrong? I don’t know 
what’s wrong with me. Why does everyone think there’s something 
wrong with me?  Why? Why? Why?

Write a paragraph on why you chose the actions and how they are character-driven.

Make blocking notation on this monologue 
using the shorthand found on the previous 
page. Use the following criteria:

•  A defined blocking action at the beginning and the 
end of the monologue.

•  A blocking action based on an emotion. 
•  Block two different levels and two different paces.
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Create a Playbill

Create a play program for a curriculum text.

To encourage non-linear thinking. 
To demonstrate comprehension of a text.

 » Read the Create a Playbill Handout.
 » Create a play program based on your knowledge of the text and the given criteria.
 » Hand in your work at the end of class.
 » NOTE TO SUB – this project may take more than one class period. Students are still to hand in 
their work to demonstrate how much they’ve accomplished.

 » Create a Playbill Handout.
 » Pen.
 » Paper.
 » Markers.
 » Magazines.

 » Glue.
 » Scissors.
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Create a Playbill

You are going to put together a theatre 
program for the play you are currently 

studying.

Programs are given to audience members 
on their way in to see a production. A 
good program gives the audience enough 
information to enjoy the play without giving 
anything away.

You will be creating the following elements:

Front Cover
The front cover is the first thing an audience 
sees when they look at a program. If you had 
only one picture or one image to illuminate 
the play, what would it be?

Keep the play and its themes in mind when 
you design the cover.

Inside Left Cover Top
A short synopsis. Write a short description 
of the play. You don't want to give away any 
important plot points, but talk about what 
happens generally in the story.

Inside Left Cover Bottom
The cast list. Create the ideal cast list for 
this play. Keep the character personalities in 
mind and cast the actors you think would 
most suit those characters. 

Inside Right Cover Top
A costume sketch. Draw a costume design 
for the main character. What do they look 
like? What would one of their costumes be?

Inside Right Cover Bottom
The director's note. This is a personal note to 
the audience about the production.

If you were directing this play, what would 
you want to tell the audience before they 
watch it?

What theme speaks to you the most when 
you read the play? What character is the 
most vivid? 
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Elements of Greek Tragedy

A look at the elements of Greek Tragedy

To understand and reinforce the basic elements of Greek Tragedy.

 » Read the Elements of Greek Tragedy Handout.
 » Based on the given information complete the Elements of Greek Tragedy crossword.
 » Write your name at the top of the sheet. 
 » Hand in the completed crossword at the end of class.

 » Elements of Greek Tragedy Handout.
 » Elements of Greek Tragedy Crossword.
 » Pen.
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Elements of Greek Tragedy

Greek Tragedy focused 
on self-contained stories 
based on the distant past, 
be it myth or historical. 
Everyone in the audience 
would have known the 
basic story for the plays 
they were seeing, although 
playwrights were given 
licence to alter the story as 
they saw fit.

The best-known 
tragedians are Aeschylus, 
Sophocles, and Euripides.

Tragedies centred on a main character who, 
by definition, is better than the common 
man. They are good, moral, believable and 
consistent.

But this main character, also called the tragic 
hero, has imperfections and flaws. Their 
downfall is caused by their own choices. More 
often than not, the pride of the character gets 
in the way. They fail to realize their mistake 
until it’s too late, no matter how many times 
they are warned by the chorus.

At the end, although there is a sense of self 
discovery and a knowledge that they are 
wrong, the tragic hero must pay dearly for 
their actions. Their destruction is inevitable.

Elements for the Tragic Hero
Hamartia (tragic flaw), Hubris (pride), 
Anagnorisis (discovery) Peripeteia (change 
in fortune), Nemesis, (fate) and Catharsis 
(emotional purging).

Other Elements of Greek 
Tragedy
•  Late point of attack – 
What is shown on stage is the 
final chapter of the story.
•  Violence and death takes 
place offstage.
•  The use of messengers.

The Structure
Prologue: The introduc-
tion to the main charac-
ter and background of the 
play.
Parodos: The entrance 

song of the chorus. Sets the tone of the play.
Episode: Dialogue between characters and 
chorus.
Stasima: At the end of each episode, the chorus 
reflects on what has been said and done. The 
play moves back and forth between Episode 
and Stasima three to six times.
Exodos: The final resolution.

Aristotle’s Six Elements of Tragedy
Plot: The story has a self-contained beginning, 
middle and end. There is a always a discovery 
of self by the main character accompanied by 
a drastic change of action (e.g. from good to 
bad).
Character: The main character must be good, 
moral, believable, and consistent.
Thought: The sense and meaning that goes 
into the lines.
Diction: The expression of the words.
Song: This refers to the chorus.
Spectacle: The staging of the play. 

Tragedy is an imitation of an action that 
has serious implications, is complete, 

and of a certain magnitude. It uses a 
heightened language and includes incidents 
that arouse pity and fear in the audience. At 
the end, there must be an emotional purging, 
a catharsis, caused by the pity and fear. 
~ Aristotle
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Elements of Greek Tragedy

1 2 3

4

5

6 7 8

9

10

11

12

EclipseCrossword.com
Across
1. The dialogue between characters and the chorus.
4. Courier. Common in Greek Tragedies.
6. An emotional purging.
10. Tragedy arouses pity and _________ in the audience.
11. In a tragedy, this and death takes place offstage.
12. The main character is often referred to as the ______. (two words)

Down
2. According to Aristotle, _________ refers to the staging of the play.
3. Tragedies focus on stories of the distant ________.
5. The main character’s __________ is caused by their own choices.
6. Whose entrance sets the tone of the play?
7. One of the three well-known tragedians.
8. How many elements of Tragedy are there?
9. Nemesis is another word for _______.
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Elements of Greek Tragedy Answer Key
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Playwriting Exercise: 
Define the Conflict

Define conflict in a theatrical context.

To define the steps that create theatrical conflict.
To practice defining conflict through the who, want, wall exercise.
To practice writing conflict in a monologue.

 » Read the Define the Conflict Handout.
 » Go through the steps of the Who Want Wall Exercise first with the businessman character.
 » Given the information you’ve created for the businessman, write a monologue for the character 
which demonstrates his conflict.

 » Repeat the steps for the Who Want Wall Exercise for the Librarian character.
 » Hand in your Who Want Wall responses and your monologues for both the Businessman and 
Librarian at the end of class.

 » Define the Conflict Handout.
 » Pen.
 » Paper.
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Playwriting Exercise: Define the Conflict

When writers lose steam with a play, more 
often than not it's because they don't have 
a specific conflict in mind. Conflict, in 
the theatrical sense, is not a fight. It is not 
a battle or aliens drop-kicking the White 
House.

Conflict is a THING in the way of a 
CHARACTER getting what they WANT.

Think of conflict as a wall. The character 
is on one side of the wall, the want is on 
the other. How does the character deal 
with the wall? All characters in your play 
should want something. The wants give 
the characters drive. The walls give your 
characters something to struggle against. 
The combination of wants and walls gives 
you something to write about, driving the 
idea forward toward a finished draft.

Exercise – Who, Want, Wall
Your character is a businessman. Write the 
following details about this character:

 ❖ Name, Age, Appearance.

 ❖ His type of business.

Give your character the following want: I 
want a new job.

Define the importance of this want for your 
character. Finish these sentences:

 ❖ I care about wanting a new job 
because…

 ❖ I must get a new job today because…

Put something in the way of this character 
getting a new job. What's the wall in his 
way? Finish this sentence: The obstacle in 
my way is…

Write a monologue where the businessman 
talks about what he wants and what's in his 
way.

Repeat the steps this exercise with a 
new character, a librarian. Write out the 
following details:

 ❖ Name, Age, Appearance.

 ❖ A secret.

Give your character the following want: I 
want a new job.

Define the importance of this want for your 
character. Finish these sentences:

 ❖ I care about wanting a new job 
because…

 ❖ I must get a new job today because…

Put something in the way of this character 
getting a new job. What's the wall in their 
way? Finish this sentence: The obstacle in 
my way is…

Write a monologue where the Librarian 
talks about what she wants and what's in her 
way. 
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Types of Stages

Learn about the different types of theatrical stages.

To create awareness of the different types of theatrical stages.
To reinforce this knowledge through a practical exercise.

 » Read the Types of Stages Handout.
 » Review the Types of Theatre questions.
 » Answer the questions on a separate sheet of paper.
 » Review the Invent Your Own Theatre.
 » Using the box provided, create your own theatre space.
 » On the separate piece of paper, answer the questions regarding your theatre space.
 » Write your name at the top of each sheet. 
 » Hand in your work at the end of class.

 » Types of Stages Handout.
 » Pen.
 » Paper.
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Types of Stages

Thrust: The playing area protrudes out into the house with 
the audience seating on more than one side.

Audience

Stage

Black Box: Usually a large room with black walls and a flat 
black floor. The stage and the audience can go wherever you 
like!

Proscenium: The audience directly faces the playing area.

Audience

Stage

Audience

Stage

Arena/Stadium: The playing area is in the center of a large 
open space which usually seats thousands of people.

Audience

Audience

Stage

Theatre in the round: The playing area is surrounded by 
audience seating on all sides.

Audience

Audience

Stage

Traverse: The elongated playing area is surrounded by 
audience seating on two sides.

AudienceAudience

Audience

Audience
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Types of Stages Response Sheet Name:_________________________________
Use the back if necessary.

Questions
Consider the six main types of theatres described on the previous sheet. Answer the 
following for each type of theatre:

•  List three advantages to this setup.
•  List three disadvantages to this setup.
•  Can you name a play that would be well-suited for this setup? (If you can’t think of a specific 

play, describe a type or style of play that would be well-suited to this setup.) Why would this 
play/type of play work well with this setup? 

Invent Your Own Type of Theatre
Imagine that you have a large black box theatre that you can configure however you 
like. Use it to invent a whole new layout. Clearly show the space allotted for  the stage 
and audience.

•  What is your theatre type called?
•  Answer the questions above for your theatre type. 
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

The Globe Theatre

A look at the Globe Theatre.

To read and respond to The Globe Theatre Handout.
To reinforce the history, layout and motto of the Globe Theatre.

 » Read The Globe Theatre Handout.
 » Based on the given information complete The Globe Theatre Crossword.
 » Hand in the completed crossword (Remember to write your name at the top) at the end of class.

 » The Globe Theatre Handout.
 » The Globe Theatre Crossword.
 » Pen.
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The Globe Theatre

The Globe Theatre was a theatre 
in London associated with 
William Shakespeare. It was 
built in 1599 by Shakespeare’s 
playing company, the Lord 
Chamberlain’s Men, and was 
destroyed by fire on 29 June 
1613. A second Globe Theatre 
was built on the same site by 
June 1614 and closed in 1642.

History
The Globe was built in 1599 using timber from an 
earlier theatre, The Theatre, which was built on 
leased land. The landlord claimed that the building 
had become his with the expiry of the lease. On 28 
December 1598, while the landlord was celebrating 
Christmas at his country home, a carpenter supported 
by the players and their friends, dismantled The Theatre 
beam by beam and transported it away. The following 
spring, the material was ferried over the Thames to 
reconstruct it as The Globe. It was probably completed 
by the summer of 1599, possibly in time for the first 
production of Henry V and its famous reference to the 
performance crammed within a “wooden O”. 

On 29 June 1613 the Globe Theatre went up in flames 
during a performance of Henry the Eighth. A theatrical 
cannon, set off during the performance, misfired, 
igniting the wooden beams and thatching. No one was 
hurt except a man whose burning breeches were put 
out with a bottle of ale. It was rebuilt in the following 
year.

Like all the other theatres in London, the Globe was 
closed down by the Puritans in 1642. It was pulled 
down in 1644, or slightly later to make room for 
tenements.

Layout
The Globe’s actual dimensions are unknown, but the 
evidence suggests that it was a three-storey, open-
air amphitheatre approximately 100 feet (30 m) in 
diameter that could house up to 3,000 spectators. The 
foundation suggests that it was a polygon of 20 sides.

At the base of the stage, there 
was an area called the pit, 
(or yard) where, for a penny, 
people (the “groundlings”) 
would stand on the floor 
to watch the performance. 
Around the yard were three 
levels of stadium-style seats, 
which were more expensive 
than standing room.

A rectangular stage platform, 
also known as an ‘apron stage’, thrust out into the 
middle of the open-air yard. The stage measured 
approximately 43 feet (13.1 m) in width, 27 feet (8.2 
m) in depth and was raised about 5 feet (1.5 m) off the 
ground. On this stage, there was a trap door for use by 
performers to enter from the “cellarage” area beneath 
the stage.

Large columns on either side of the stage supported 
a roof over the rear portion of the stage. The ceiling 
under this roof was called the “heavens,” and was 
painted with clouds and the sky. A trap door in the 
heavens enabled performers to descend using some 
form of rope and harness. The back wall of the stage 
had two or three doors on the main level, with a 
curtained inner stage in the centre, and a balcony 
above it. The doors entered into the “tiring house” 
(backstage area). The floors above could have been 
used to store costumes and props and as management 
offices. The balcony housed the musicians and could 
also be used for scenes requiring an upper space, such 
as the balcony scene in Romeo and Juliet.

Motto
The name of the Globe supposedly alludes to the Latin 
tag totus mundus agit histrionem (all the world plays 
the actor). Totus mundus agit histrionem was therefore 
adopted as the theatre’s motto. 
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The Globe Theatre
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EclipseCrossword.com
Across
4. The play “Henry V” refers to The Globe as a ________
6. This play definitely made use of the balcony
10. The Globe’s Motto: Totus mundus agit __________
11. Shakespeare’s Playing Company: Lord _____ Men
13. They closed The Globe in 1642

Down
1. Located in this city
2. The area beneath the stage
3. How many sides did The Globe have?
5. They stood on the earth floor to watch the performance
7. The Globe burned down during a performance of Henry the ______
8. The Globe was torn down to build these.
9. “The Theatre” was dismantled beam-by-beam on this holiday
12. The Globe had this type of stage.
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The Globe Theatre Answer Key
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Parts of the Stage

Learn about the parts of a theatrical stage.

To learn and reinforce the vocabulary for the parts of a stage.

 » Read the Parts of the Stage Handout.
 » Complete the Parts of the Stage Word Search.
 » Write your name at the top of the word search.
 » Hand in the completed word search at the end of class.

 » Parts of the Stage Handout.
 » Parts of the Stage Word Search.
 » Pen.
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Parts of the Stage

Areas of a typical (proscenium) stage
Cross Over: The area behind the upstage 
curtain. Used by actors to “cross over” from 
one side of the stage to the other out of the 
audience’s sight.
Upstage: The area of the stage furthest from 
the audience.
Center Stage: The center of the playing area.
Downstage: The area of the stage closest to 
the audience.
Apron: The area of the stage in front of the 
proscenium arch. 
The House: Any area which is not considered 
playing space or backstage area. Includes 
the lobby, coat check, ticketing counters, 
and restrooms. Usually refers specifically to 
the audience seating area.
Stage Left: The area of the stage to the 
performer’s left, when facing the audience.

Stage Right: The area of the stage to the 
performer’s right, when facing the audience.
Prompt corner: Area just to one side of the 
proscenium where the stage manager stands 
to cue the show and prompt performers.
Proscenium: The opening that divides the 
audience from the stage.
Wings: Areas that are part of a stage deck 
but offstage (out of sight of the audience). 
The wings are typically separated using 
drapes (usually black). Often there will be 2, 
3, or even 4 different “portals” which consist 
of a wing curtain (or leg) on each side of 
the stage and a teaser drape (or border.) It 
is used for performers preparing to enter, 
storage of sets and as a stagehand work 
area. Wings also hide technical equipment, 
such as lights which project from the side of 
the stage. 

The area of the theatre in which the performance takes place is referred to as the stage. In order 
to keep track of where things are and where they need to go, the stage is divided up into sections 
and is oriented based on the performers’ perspective to the audience.

Proscenium

Wings

Prompt 
Corner

Cross 
Over

Upstage

Downstage

Center Stage
Stage 
Left

Stage 
Right

Apron

House 
Left

Wings

House 
Right

The House 
(audience)
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Parts of the Stage
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STAGE RIGHT

PROMPT CORNER

PROSCENIUM

WINGS
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Flats

Learn how a theatrical flat is constructed.

To understand how theatrical flats are constructed through a practical exercise.

 » Read the Flats Handout.
 » Using the giving information complete the Flats Exercise Sheet.
 » Write your name at the top of the sheet.
 » Hand in the completed sheet at the end of class.
 » If there is time left in the period, all students must attempt the bonus question.

 » Flats Handout.
 » Flats Exercise Sheet.
 » Pen.
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Flats

Flats, short for Scenery Flats, are flat pieces 
of theatrical scenery which are painted and 
positioned on stage so as to give the appearance 
of buildings or other background.

Flats can be soft or hard covered. Soft-covered 
flats are covered with canvas or muslin. Hard-
covered flats are covered with plywood.

Flats are usually built in standard sizes (4’x8’, 
4’x10’, 4’x12’) so they may easily be stored and 
reused for subsequent productions.

Flats are either braced to the stage deck (e.g. 
when they’re used for an entire performance) 
or are flown in from the fly gallery (e.g. when 
settings need to change during a performance).

Parts of a Flat

Rails are the top and bottom framing members 
of a flat. Rails run the full width of the flat (4’ for 
a 4’x8’ flat).

Stiles are the sides of the flat frame. The length 
of the stiles is the full height of the flat, minus 
the combined width of the rails (7’7” for a 4’x8’ 
soft-cover flat constructed of 2½” rails).

Toggles are cross pieces that run between the 
stiles. The number and placement of toggles 
depends on the type of flat. The length of the 
toggles is the total width of the flat minus the 
combined width of the stiles (3’7” for a 4’x8’ 
(soft-cover flat constructed of 2½” stiles).

Corner Braces are pieces placed at a 45° 
angle between each rail and one stile in order to 
give the flat  reinforcement and rigidity.

Corner Blocks are used to join the corners 
of a soft-cover flat. They are normally made of 
¼” plywood triangles.

Keystones join the toggles to the rails of 
soft-cover flats. They are normally 8” long. 

Stile

Toggle Keystone

Corner Block

Rail

Corner Brace
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Flats

Label the Parts of this Flat

There are six main parts to a flat: Rails, Stiles, Toggles, Corner Braces, Corner Blocks, and 
Keystones. Label this flat accordingly!

Bonus Question

It’s opening night and the director has asked you to build one more flat, which must be 
4’x8’. But the lumber yard messed up and send you lumber that’s 3¼” wide instead of the 
standard 2½”. How long should the stiles be so that the flat is still 4’x8’? How long should 
the rails be?
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Stanislavsky

A look at the life and acting system of theatrical pioneer Constantin Stanislavsky.

To learn about the life of Constantin Stanislavsky.
To learn about the acting techniques developed by Constantin Stanislavsky.
To reinforce that knowledge through a practical exercise.

 » Read both pages of the Stanislavsky Handout.
 » Based on the given knowledge, complete the true/false question sheet.
 » Write your name at the top of the sheet.
 » Hand in the completed question sheet at the end of class.

 » Stanislavsky Handout (two pages).
 » Stanislavsky True/False Sheet.
 » Pen.
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Stanislavsky

Biography
Constantin (or 
Konstantin) Stanislavsky 
was born in Moscow, 
Russia in 1863 into 
an affluent family. He 
started out as an actor 
(Stanislavsky was a stage 
name he used to keep his 
acting a secret from his 
family) and moved on to 
become a director and 
teacher.

Moscow Art Theatre
Stanislavsky co-founded the Moscow Art 
Theatre (MAT) in 1898 with Vladimir 
Nemirovich-Danchenko, a successful 
playwright and critic. This is where he 
developed a new approach to acting, using the 
company as a lab and trying ground. Actors 
were put through an extensive ensemble driven 
research and reading rehearsal process.

Chekhov
MAT was the first to produce Anton Chekhov’s 
The Seagull in the company’s inaugural season. 
The success of the production was crucial 
for the survival of Stanislavsky’s new acting 
method and MAT itself. Stanislavsky felt the 
show was under-rehearsed going so far as to 
threaten to take his name off the posters.

Stanislavsky went on to direct the premières 
of Chekhov’s other major plays: Uncle Vanya 
in 1899, Three Sisters in 1901, and The 
Cherry Orchard in 1904. After leaving MAT, 
Stanislavsky recorded his method in three 
books: An Actor Prepares, Building a Character, 
and Creating a Role. He also wrote a biography: 
My Life in Art .

He died in 1938 at the age 
of 75.

The Process
It took years of 
experimenting to get to 
what is now known as 
the Stanislavsky System. 
As an actor, Stanislavsky 
saw a lot of bad acting 
- what he termed as 
“artificial.” Stanislavsky 
wanted actors to develop  
characters from the 
inside-out (instead of 

outside-in) and thus create more of a “true” or 
“real” (i.e. not artificial) performance.

He also wanted to address how actors can keep 
a role fresh performance after performance 
after performance. It’s not something an actor 
can leave to luck - there has to be some sort of 
technique involved.

Stanislavsky’s thought process toward 
acting differed greatly from the way actors 
traditionally approached their roles. In fact, it 
changed actor training forever.

Stanislavsky developed a number of processes 
such as Emotional Memory, Objective and 
Super Objective, and The Magic If, all of 
which are taught in drama classes and theatre 
schools to this day. They have also found their 
way into other techniques such as Method 
(Stanislavsky’s System is often confused for 
Method Acting) and Meisner. 

The theatre undoubtedly demands 
something special that is not to be 

found in life. So the task is: to bring life 
to the stage, while avoiding the ‘theatrical’ 
(which destroys life) but at the same time 
respecting the nature of the stage itself. 
~Stanislavsky
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Stanislavsky

What is it?
The Stanislavsky System is a character 
development process that strives to make a 
performance “real.”

Stanislavsky believed that in order to make a 
character true, the character must be approached 
from the inside. The actor draws on his or her 
real life and memories, creating the inside life 
of the character. The character has to have inner 
thought, backstory, beliefs, etc.

When the actor answers questions about the 
character, they should speak in the first person. 
“I am…” “I want…”

The use of the imagination is important. The 
system is not about self-indulgence and therapy, 
the focus is on the art of the process: “Love the art 
in yourself, not yourself in the art.”

The Terms
The Stanislavsky System has a set vocabulary of 
terms. These terms represent specific exercises 
to be used as the actor works on the script. The 
exercises are appropriate for any character and 
any script.

Given Circumstances
The Given Circumstances are the character details 
in the script - the facts the playwright gives the 
actor. They are unchangeable. Sample questions 
to ask: Where am I? What is my specific location? 
What year is it? What relationships do I have? 
What has happened before the play begins?

Super Objective
The Super Objective defines the main theme of 
the play. e.g. Revenge (Hamlet), Good vs. Evil 
(The Crucible). Every action a character takes 
throughout the play drives toward the Super 
Objective.

Objective
Once the overall theme of the play is established, 
break the script down into sections. The objective 
is the goal for your character in each section. 
It’s what the character wants to see happen (not 
necessarily what actually happens) at the end 
of the section. The actor must know what their 
character wants, and what they are willing to do 
to get it.

Emotional Memory
In the system, the actor does not “act” emotions. 
Using Emotional Memory the actor remembers 
a situation when he/she felt the same or similar 
emotions as the character. Recalling the situation 
leads to emotion. For example, if the character 
feels envy, the actor recalls a time in their own life 
when they felt envious. The memory must not be 
forced or hurtful. It’s important not to “assault the 
subconscious.” Past memories are used because 
they are more controllable. The actor can even 
use situations they were not directly involved 
with, be it something they saw, read about or 
heard about.

Magic If
Your character is in a specific situation. The 
Magic If answers the question, “What would I 
do if I were in the same situation?” The “If ” is 
very important. This about real life experiences 
in combination with imagination. The situation 
is not real, but knowing yourself, what would you 
do?

Inner Monologue/Subtext
These are the character’s thoughts. What’s going 
on inside the character during a scene? Creating 
the subtext is part of developing the inner life of 
the character. 

Prepared Exclusively For: Heather Musinski - FRYSC Corps



PO Box 1064 
Crystal Beach, ON, L0S 1B0, Canada

1-866-245-9138 
www.theatrefolk.com

Theatrefolk
Original Playscripts

50

Stanislavsky

Answer each question with a 
T (True) or F (False)

1. Stanislavsky started out as an actor. ___

2. Stanislavsky was born into a poor family. ___

3. Stanislavsky’s stage name was Alexeyev. ___

4. Stanislavsky used a stage name to keep his 
acting a secret from his family. ___

5. MAT stands for Modern Art Theatre. ___

6. MAT produced the first production of The 
Seagull. ___

7. Stanislavsky wrote The Seagull. ___

8. Stanislavsky directed Three Sisters in 1904. ___

9. The Stanislavsky System changed actor training. 
(True)

10. Stanislavsky defined bad acting as artificial 
acting. ___

11. When an actor speaks of their character they 
should never use the first person under the 
Stanislavsky System. ___

12. Stanislavsky believed that in order to make a 
character true, they had to be approached from 
the inside. ___

13. The Given Circumstances are details the actor 
makes up about their character. ___

14. The Super Objective is what a character drives 
toward throughout the play. ___

15. Stanislavsky said: “Love yourself in the art, not 
the art in yourself.” ___

16. For Emotional Memory an actor is supposed to 
use their most painful memory. ___

17. The use of imagination is not important in the 
system. ___

18. The Objective is the goal of a character in each 
section of the play. ___

19. For each section of the play, the actor must 
know what the character wants and what 
they’re going to do to get what they want. ___

20. For Emotional Memory, an actor should only 
use memories they’ve actually experienced. ___

21. The Magic If imagines if the actor was in the 
same situation as their character. ___

22. In the Stanislavsky system an actor doesn’t need 
to know about their character’s backstory or 
inner thoughts. ___

23. Both Method acting and the Meisner technique 
were based on the Stanislavsky system. ___

24. Stanislavsky’s autobiography is called An Actor 
Prepares. ___

25. Stanislavsky died at the age of 70. ___
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Stanislavsky Answer Key

1. Stanislavsky started out as an actor. (True)

2. Stanislavsky was born into a poor family (False, 
his family was affluent.)

3. Stanislavsky’s stage name was Alexeyev. (False, 
his stage name was Stanislavsky.)

4. Stanislavsky used a stage name to keep his 
acting a secret from his family. (True)

5. MAT stands for Modern Art Theatre. (False, 
Moscow Art Theatre.)

6. MAT produced the first production of The 
Seagull. (True)

7. Stanislavsky wrote The Seagull. (False, Chekhov.)

8. Stanislavsky directed Three Sisters in 1904. 
(False, 1901.)

9. The Stanislavsky System changed actor training. 
(True)

10. Stanislavsky defined bad acting as artificial 
acting. (True)

11. When an actor speaks of their character they 
should never use the first person under the 
Stanislavsky System. (False, they should always 
use the first person.)

12. Stanislavsky believed that in order to make a 
character true, they had to be approached from 
the inside. (True)

13. The Given Circumstances are details the actor 
makes up about their character. (False, the 
Given Circumstances are the facts given by the 
playwright.)

14. The Super Objective is what a character drives 
toward throughout the play. (True)

15. Stanislavsky said: “Love yourself in the art, 
not the art in yourself.” (False, “Love the art in 
yourself, not yourself in the art.”)

16. For Emotional Memory an actor is supposed 
to use their most painful memory. (False, it’s 
important not to “assault the subconscious.”)

17. The use of imagination is not important in the 
system. (False, see The Magic If.)

18. The Objective is the goal of a character in each 
section of the play. (True)

19. For each section of the play, the actor must 
know what the character wants and what 
they’re going to do to get what they want. (True)

20. For Emotional Memory, an actor should only 
use memories they’ve actually experienced. 
(False, the actor can use situations they were not 
directly involved with.)

21. The Magic If imagines if the actor was in the 
same situation as their character. (True)

22. In the Stanislavsky system an actor doesn’t need 
to know about their character’s backstory or 
inner thoughts. (False)

23. Both Method acting and the Meisner technique 
were based on the Stanislavsky system. (True)

24. Stanislavsky’s autobiography is called An Actor 
Prepares. (False, “My Life in Art.”)

25. Stanislavsky died at the age of 70. (False, 75.)
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Reader’s Theatre: 
Edgar Allen Poe’s The Bells

In groups students practice Reader’s Theatre with a stanza of The Bells.

To enhance comprehension of a piece of literature.
To practice speaking aloud with vocal variety and theatricality.
To practice working in groups.

 » Divide the class into groups. 
 » Review the Reader’s Theatre Handout, which outlines the criteria.
 » Each group receives a stanza of the poem The Bells. 
Note: For Stanzas One and Two, give the full stanza to a group. For Stanzas Three and Four, divide 
each between two groups.

 » Each group creates a Reader’s Theatre presentation of their stanza focusing on vocal variety and at 
least one tableau.

 » Presentations will be made in the next class.

 » Reader’s Theatre Handout.
 » Each group receives a stanza of the poem The Bells.
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Reader’s Theatre: Edgar Allen Poe’s The Bells

In groups you will prepare a Reader’s Theatre 
presentation of a section of The Bells, a poem by 
Edgar Allen Poe.

What is Reader’s Theatre?

Reader’s Theatre doesn’t need sets, costumes or 
even a stage! Actors stand in a semi circle and read 
their lines off of scripts.

What do I have to do?

 » In your group, read aloud your section in 
unison.

 » Decide which lines in your section will be 
read as a group, and which lines will be given 
to individual readers. Decide who those 
individual readers will be.

 » Once your group/individual decisions are 
made, read aloud your section again.

 » Make vocal and movement decisions. See 
below.

Vocal Decisions

Your poetic selection does not have to be 
memorized, but it does have to be read expressively. 
Keep in mind the following vocal criteria:

Volume: Are we able to hear you?

Articulation: Is each word spoken with clarity, 
particularly when you’re speaking in unison?

Pitch: The highness and lowness of voice. Is there a 
variety in pitch?

Pace: The speed at which you speak. Is there a 
variety in pace? Are there places to pause?

Tone: The emotional quality of your voice. Is there a 
variety of tone? What are the different emotions 
in your stanza?

Movement Decisions

Tableau: Come up with at least one group “picture” 
that reflects an image in the poem. For example, 
in the second stanza there is mention of a 
wedding, and in the third there is mention of a 
fire. Start your stanza with this tableau.

Gestures: You can use group gestures (something 
that everyone does in unison) to create impact 
for your presentation. Every stanza repeats the 
words “the bells, bells, bells…” What gesture 
could be used to represent those words?

Vocabulary

Some words you may not know…

Runic: Having some secret meaning

Tintinnabulation: The ringing sound of bells

Turbulency: Violent disorder

Monody: A poem that laments death

Paeans: A song of joy, triumph

Balmy: Mild and soothing

Euphony: Pleasing to the ear

clamorous: Loud uproar

Clangor: Loud clanging produced by a heavy bell

Knells: Slowly rung bell for a funeral
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Reader’s Theatre: Edgar Allen Poe’s The Bells

I
Hear the sledges with the bells- 
Silver bells! 
What a world of merriment their melody foretells! 
How they tinkle, tinkle, tinkle, 
In the icy air of night! 
While the stars that oversprinkle 
All the heavens, seem to twinkle 
With a crystalline delight; 
Keeping time, time, time, 
In a sort of Runic rhyme, 
To the tintinnabulation that so musically wells 
From the bells, bells, bells, bells, 
Bells, bells, bells- 
From the jingling and the tinkling of the bells.

II
Hear the mellow wedding bells, 
Golden bells! 
What a world of happiness their harmony foretells! 
Through the balmy air of night 
How they ring out their delight! 
From the molten-golden notes, 
And an in tune, 
What a liquid ditty floats 
To the turtle-dove that listens, while she gloats 
On the moon! 
Oh, from out the sounding cells, 
What a gush of euphony voluminously wells! 
How it swells! 
How it dwells 
On the Future! how it tells 
Of the rapture that impels 
To the swinging and the ringing 
Of the bells, bells, bells, 
Of the bells, bells, bells,bells, 
Bells, bells, bells- 
To the rhyming and the chiming of the bells!

III
Hear the loud alarum bells- 
Brazen bells! 
What a tale of terror, now, their turbulency tells! 
In the startled ear of night 
How they scream out their affright! 
Too much horrified to speak, 
They can only shriek, shriek, 
Out of tune, 
In a clamorous appealing to the mercy of the fire, 
In a mad expostulation with the deaf and frantic fire, 
Leaping higher, higher, higher, 
With a desperate desire, 
And a resolute endeavor, 
Now–now to sit or never, 
By the side of the pale-faced moon. 
Oh, the bells, bells, bells! 
What a tale their terror tells 
Of Despair! 
How they clang, and clash, and roar! 
What a horror they outpour 
On the bosom of the palpitating air! 
Yet the ear it fully knows, 
By the twanging, 
And the clanging, 
How the danger ebbs and flows: 
Yet the ear distinctly tells, 
In the jangling, 
And the wrangling, 
How the danger sinks and swells, 
By the sinking or the swelling in the anger of the bells- 
Of the bells- 
Of the bells, bells, bells,bells, 
Bells, bells, bells- 
In the clamor and the clangor of the bells!
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Reader’s Theatre: Edgar Allen Poe’s The Bells

IV
Hear the tolling of the bells- 
Iron Bells! 
What a world of solemn thought their monody 
compels! 
In the silence of the night, 
How we shiver with affright 
At the melancholy menace of their tone! 
For every sound that floats 
From the rust within their throats 
Is a groan. 
And the people–ah, the people- 
They that dwell up in the steeple, 
All Alone 
And who, tolling, tolling, tolling, 
In that muffled monotone, 
Feel a glory in so rolling 
On the human heart a stone- 
They are neither man nor woman- 
They are neither brute nor human- 
They are Ghouls: 
And their king it is who tolls; 
And he rolls, rolls, rolls,  
Rolls 

A paean from the bells! 
And his merry bosom swells 
With the paean of the bells! 
And he dances, and he yells; 
Keeping time, time, time, 
In a sort of Runic rhyme, 
To the paean of the bells- 
Of the bells: 
Keeping time, time, time, 
In a sort of Runic rhyme, 
To the throbbing of the bells- 
Of the bells, bells, bells- 
To the sobbing of the bells; 
Keeping time, time, time, 
As he knells, knells, knells, 
In a happy Runic rhyme, 
To the rolling of the bells- 
Of the bells, bells, bells: 
To the tolling of the bells, 
Of the bells, bells, bells, bells- 
Bells, bells, bells- 
To the moaning and the groaning of the bells.
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Create Your Own 
Superhero

Create a new superhero.

To create a character with super powers.
To explore character creation in a unique manner.
To present a character to the class.

 » Review Superhero Handout.
 » Answer all questions for your superhero including name, costume, power, background.
 » Create a one minute presentation which shows your superhero in action. 
 » Keep in mind the character details you’ve created in your presentation.
 » Hand in your written work at the end of class.

 » Superhero Handout. 
 » Pen.
 » Paper.
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Create Your Own Superhero

Here’s What To Do

1. Answer the following questions and create 
your own Superhero.

2. Based on your answers come up with a 1 
minute presentation.

3. Hand in your written work at the end of class.

4. You will be presenting your Superhero in the 
next class.

The Superhero Questionnaire…

1. The basics: Human Name, Age, Job (or school 
grade), favourite food, least favourite food, pet 
peeve, greatest strength, greatest weakness, 
and a secret (other than his/her concealed 
Superhero identity).

2. The background: Does your character come 
from a single parent household? Are they an 
only child? Orphan? Write five sentences on 
your character’s family background. Who is 
your character’s closest friend? Do they know 
your character is a superhero?

3. Origin story: When/how/why did your 
character become a superhero? How did they 
get their powers?

4. Superhero basics:

a) Name. Why this name?

b) Power. What can your character do?

c) Flaw. Even Superman was allergic to 
kryptonite. Give your Superhero a flaw. 
NOTE: “No Flaw” is not acceptable, flaws 
are interesting!

d) Costume. Why this costume? What does 
the costume do?

e) Prop. Is it a car? A ring? A staff?

5. Personal feelings: How does your character 
feel about his/her powers? Like? Dislike? 
Lucky? Cursed? If your character could go 
back to being normal, would they? Why or 
why not?

6. Outside feelings: How does the city feel about 
your character? Trust or Distrust?

7. In action: Write down what happened the first 
time your character used their powers. Write 
down what happened the most recent time 
your character used their powers. How has 
your character changed from the first time to 
the most recent?

Superhero in Performance

Now that you’ve created the information for your 
character, prepare a one minute piece to present for 
the class. You know your Superhero inside-out. Take 
that into consideration during your presentation. 
How would your Superhero stand? Move? Talk? 
For your presentation think of the one thing your 
Superhero has to share with an audience. What’s 
the one story that’s on his/her mind?
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Commedia dell’arte

A look at the theatre era Commedia dell’arte.

To read and respond to the Commedia dell’arte Handout.
To reinforce the elements of Commedia dell’arte.

 » Review the Commedia dell’arte Handout.
 » Read the Commedia dell’arte True/False Question Sheet.
 » Answer the questions.
 » Hand in your answers at the end of class. Remember to write your name on the answer sheet.

 » Commedia dell’arte Handout (two pages).
 » Commedia dell’arte True/False Question Sheet.
 » Pen.
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Commedia dell’arte

Commedia dell’arte is a improvised comedic 
theatre form that flourished in Italy in the 1500’s. 
The exact origins of Commedia are hard to pin 
down as not much was documented previously 
to the 16th century. The term itself (Commedia 
dell’arte) wasn’t put to common use until the 18th 
century. It is generally acknowledged that the form 
solidified in Italy in the 1550’s and reached its 
peak in the 1650’s. Despite an opaque history, the 
elements that define Commedia are quite clear:

•	 Improvised performances based on 
scenarios – actors worked off an outline 
and made up their lines.

•	 Stock characters – the characters were 
always the same, only the situations 
changed.

•	 Limited themes – love, money, or food were 
the base of almost every scenario.

•	 Use of mask – masks helped to define the 
characters.

•	 Use of lazzi – short comedic physical bits.

•	 Use of mime, acrobatics, and music.

Commedia performers travelled in troupes from 
town to town and performed outside in town 
squares on makeshift stages. Actors relied on 
costumes and props rather than elaborate sets. The 
size of the troupes ran from 10 to 12 actors, often 
made up of close family members. One unique 
difference with Commedia dell’arte in comparison 
to previous theatre eras is that women performed 
the female roles, with 3-4 women in each troupe.

The Nature of the Improv

It’s a misconception to think of Commedia 
improvisation as actors just making everything 
up on the spot. Yes, the lines of the play would 
have been improvised each time they performed, 
but the actors were also following well laid out 
scenarios, well defined lazzi (each actor would 
have had several practised lazzi in their arsenal) 
and specifically detailed characters. Many actors 
only played one or two characters in their lifetime, 
so they would have years of practice to draw on as 
they “improv.”

Commedia Characters

Commedia characters are not known for subtext or 
subtle back story. They are big, bold, and physically 
exaggerated. They know what they want, they say 
what they want and they go after what they want. 
But Commedia characters never get what they 
want. They never change, grow or develop in the 
course of a play. It’s an endless loop of heightened 
frustration, which is the heart of the comedy.

The characters are fixed types who fall into one of 
three categories:
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Commedia dell’arte

•	 The Servants (zani)

•	 The Masters (vecchi)

•	 The Lovers (inamorati)

The masters are usually foolish greedy old men, 
and the servants are hungry and mischievous. 
The young lovers are always in love. Most of the 
characters wear masks, but even those without 
masks (e.g. the Lovers) treated their personas 
as masks. In Commedia, the characteristics of a 
character (such as a walk, a pose, or gesture) are 
just like wearing a mask.

Pantalone: Old greedy miser. Obsessed with 
money. Always after women and thinks he’s good 
at it. Walks with a hunched back and bent knees. 
Wears a mask with a long pointed nose.

Arlecchino: Servant, poor, wanting money, 
always hungry. Carries a bat/slapstick. Leads with 
his knees and is very active, always on the move, 
never in a straight line. Think monkey.

Il Dottore: Spouts knowledge at the wrong time, 
and his diagnosis of a situation is always wrong. 
Talks nonsense. Fat. His size affects his movement. 
Think pig.

Il Capitano: It seems that Il Capitano is a brave 
soldier but really he’s a coward. He also carries a 
sword, but never draws it. Walks like a stereotypical 
hero – big movements, chest puffed out, shoulders 
square, marching steps, stands at attention.

Innamorati: The young lovers, male (Innamorato) 
and female (Innamorata). They are very much in 
love with love. They love each other, they love 
themselves. They don’t wear masks and are always 
young and attractive.

Columbina: Servant. Quick wit, vain, never in 
love. Usually the smartest character on stage. 
Though a servant, her movements correspond to 
her quick witted character – strong steps, hands 
on hips.

Scenarios and Lazzi

One of the reasons Commedia actors were able 
to improvise with ease is that there weren’t a lot 
of different themes to draw from. The scenarios 
were built around love, money, and food in their 
most exaggerated forms. The motivation for any 
Commedia character is to go to the ends of the 
earth to obtain one of the three. A great way to 
define a Commedia performance is to find the 
lust: lust for food, for gold, for wealth, for another 
person. And since Commedia characters are a mix 
of high status and low status characters, you can 
be sure any story involves a status clash. Because 
the dialogue was improvised it was also easy to 
add current events and local scandals to the story.

A very important part of the Commedia 
performance is the Lazzi. These are practiced 
and predetermined comic bits. They could either 
be performed individually or in groups. Each 
actor has a repertoire of Lazzi at their disposal. 
Lazzi don’t connect to the plot or move the story 
forward. Their purpose was to make the audience 
laugh.

For example:

•	 Arlecchino is so hungry he starts to eat 
his shoes, his clothes and anything else 
nearby.

•	 Columbina stalks a pesky flea.

•	 Arlecchino convinces Pantalone that 
removing his teeth will cure his bad breath.
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Commedia dell’arte Response Sheet Name:_________________________________
Use the back if necessary.

Are these statements True or False?

1. Lazzi are written down story points. ___

2. Pantalone belongs in the vecchi category. ___

3. Women were not allowed on stage. ___

4. The three main themes are love, money, and 
food. ___

5. Il Dottore is a character who thinks he knows 
everything, but knows nothing. ___

6. The origins of Commedia are well documented. 
___

7. The Servants are also known as the zani. ___

8. Lazzi are always connected to the plot. ___

9. The Lovers are young and attractive. ___

10. Commedia actors play a wide variety of 
characters. ___

11. Commedia troupes performed in theatres. ___

12. Commedia focuses on the inner subtext of 
characters. ___

13. The stories change but the characters remain the 
same in Commedia. ___

14. Pantalone walks with a puffed out chest and 

marching steps. ___

15. Innamorati characters never wear masks. ___

16. Arlecchino is a master character. ___

17. The outline of the performance is called the 
scenario. ___

18. Commedia is an improvised theatre form. ___

19. Il Capitano is a brave character. ___

20. Commedia flourished in France. ___

21. Current events and local scandals were never 
added to the stories. ___

22. Commedia characters never get what they want. 
___

23. Commedia actors have an arsenal of Lazzi to 
choose from. ___

24. Arlecchino is a fat slow moving character. ___

25. Columbina is usually the dumbest character on 
stage. ___

26. The scenarios always showed a clash of high 
status and low status characters. ___

27. The male lover character is the Innamorata. ___
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Commedia dell’arte Answer Key

Are these statements True or False?

1. Lazzi are written down story points. False

2. Pantalone belongs in the vecchi category. True

3. Women were not allowed on stage. False

4. The three main themes are love, money, and 
food. True

5. Il Dottore is a character who thinks he knows 
everything, but knows nothing. True

6. The origins of Commedia are well documented. 
False

7. The Servants are also known as the zani. True

8. Lazzi are always connected to the plot. False

9. The Lovers are young and attractive. True

10. Commedia actors play a wide variety of 
characters. False

11. Commedia troupes performed in theatres. False

12. Commedia focuses on the inner subtext of 
characters. False

13. The stories change but the characters remain the 
same in Commedia. True

14. Pantalone walks with a puffed out chest and 

marching steps. False

15. Innamorati characters never wear masks. True

16. Arlecchino is a master character. False

17. The outline of the performance is called the 
scenario. True

18. Commedia is an improvised theatre form. True

19. Il Capitano is a brave character. False

20. Commedia flourished in France. False

21. Current events and local scandals were never 
added to the stories. False

22. Commedia characters never get what they want. 
True

23. Commedia actors have an arsenal of Lazzi to 
choose from. True

24. Arlecchino is a fat slow moving character. False

25. Columbina is usually the dumbest character on 
stage. False

26. The scenarios always showed a clash of high 
status and low status characters. True

27. The male lover character is the Innamorata. False
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EmErgEncy LEsson PLan
InstructIon shEEt

Lesson Overview

Instructions

Materials Needed

Objectives

Compare and Contrast

Students compare and contrast a scene from Charles Dickens’ A Christmas Carol and Lindsay Price’s 
Humbug High.

To examine the similarities and differences between a moment from a classic piece of literature and a 
modern theatrical equivalent.

 » Read the Jacob Marley/Scrooge moment from Charles Dickens’ A Christmas Carol.
 » Read the Eddie/Marge scene from Humbug High.
 » Write a three paragraph Compare and Contrast piece. One paragraph that compares, one that 
contrasts, and one where you give your opinion on the two works.

 » Hand in your work at the end of class.

 » A Christmas Carol Handout.
 » Compare and Contrast Handout.
 » Pen.
 » Paper.
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Compare and Contrast

Humbug High is a modern 
theatrical re-telling of the Dickens 
classic A Christmas Carol in which 
Scrooge is played by a 17-year-old 
high school student. You have a 
handout that shows the moment 
between Jacob Marley and Scrooge 
from the original story, and then 
the Humbug High equivalent 
between Eddie Scrooge and Marge, 
a deceased lunch lady.

1. Read the passage from A Christmas Carol and 
the scene from Humbug High.

2. List the similarities and differences between 
the two pieces. Use this piece of paper for your 
list.

3. Write a Compare and Contrast piece. This 
piece will have three paragraphs: one that 
compares, one that contrasts, and one where 
you give your opinion on the two works.

4. Hand in your work at the end of class (both 
your list and your written piece).
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Compare and Contrast

Stave 1: Marley’s Ghost

“How now!” said Scrooge, caustic and 
cold as ever. “What do you want with 
me?”

“Much!” -- Marley’s voice, no doubt 
about it.

“Who are you?”

“Ask me who I was.”

“Who were you then?”  said Scrooge, 
raising his voice.  

“In life I was your partner, Jacob Marley.” 
You don’t believe in me,” observed the 
Ghost.

“I don’t.” said Scrooge.

“What evidence would you have of my 
reality, beyond that of your senses?”

“I don’t know,” said Scrooge.

“Why do you doubt your senses?”

“Because,” said Scrooge, “a little thing 
affects them. A slight disorder of the 
stomach makes them cheats.  You may 
be an undigested bit of beef, a blot of 
mustard, a crumb of cheese, a fragment 
of an underdone potato.  There’s more of 
gravy than of grave about you, whatever 
you are! You see this toothpick? I have but 
to swallow this, and be for the rest of my 
days persecuted by a legion of goblins, 
all of my own creation.  Humbug, I tell 
you!  humbug!”

At this the spirit raised a frightful cry, 
and shook its chain with such a dismal 
and appalling noise, that  Scrooge fell 
upon his knees, and clasped his hands 
before his face.

“Mercy!” he said.  “Dreadful apparition, 
why do you trouble me?”

“Man of the worldly mind!” replied the 
Ghost, “do you believe in me or not?”

“I do,” said Scrooge.  “I must.  But why do 
spirits walk the earth, and why do they 
come to me?”

“It is required of every man,” the 
Ghost returned, “that the spirit within 
him should walk abroad among his 
fellowmen, and travel far and wide; and 
if that spirit goes not forth in life, it is 
condemned to do so after death.  It is 
doomed to wander through the world 
-- oh, woe is me! -- and witness what it 
cannot share, but might have shared on 
earth, and turned to happiness!”

Again the spectre raised a cry, and shook 
its chain and wrung its shadowy hands.

“You are fettered,” said Scrooge, 
trembling.  “Tell me why?”

“I wear the chain I forged in life,” replied 
the Ghost. “I made it link by link, and 
yard by yard; I girded it on of my own 
free will, and of my own free will I wore 
it.  Is its pattern strange to you?”

Scrooge trembled more and more.

“Or would you know,” pursued the 
Ghost, “the weight and length of the 
strong coil you bear yourself?  It was 
full as heavy and as long as this, seven 
Christmas Eves ago.  You have laboured 
on it, since. It is a ponderous chain!”

“Jacob,” Scrooge said, imploringly.  “Old 
Jacob Marley, tell me more.  Speak 
comfort to me, Jacob!”

“I have none to give,” the Ghost replied.  
It comes from other regions, Ebenezer 
Scrooge, and is conveyed by other 
ministers, to other kinds of men.  Nor 
can I tell you what I would.  A very little 
more, is all permitted to me.  I cannot rest, 

I cannot stay, I cannot linger anywhere.  
Oh!  captive, bound, and double-ironed,” 
cried the phantom, “Not to know that no 
space of regret can make amends for one 
life’s opportunity misused!  Yet such was 
I!  Oh!  such was I!”

“But you were always a good man of 
business, Jacob,” faltered Scrooge, who 
now began to apply this to himself.

“Business!” cried the Ghost, wringing 
its hands again.  “Mankind was my 
business.  The common welfare was my 
business; charity, mercy, forbearance, 
and benevolence, were, all, my business.  
The dealings of my trade were but a drop 
of water in the comprehensive ocean of 
my business! Hear me!” cried the Ghost.  
“My time is nearly gone. I am here to-
night to warn you, that you have yet a 
chance and hope of escaping my fate.  
A chance and hope of my procuring, 
Ebenezer.”

“You were always a good friend to me,” 
said Scrooge.  “Thank `ee!”

“You will be haunted,” resumed the 
Ghost, “by Three Spirits.”

“I -- I think I’d rather not,” said Scrooge.

“Without their visits,” said the Ghost, 
“you cannot hope to shun the path I 
tread.  Expect the first tomorrow, when 
the bell tolls one.”

“Couldn’t I take ̀ em all at once, and have 
it over, Jacob?”  hinted Scrooge.

“Expect the second on the next night at 
the same hour.  The third upon the next 
night when the last stroke of twelve has 
ceased to vibrate.  Look to see me no 
more; and look that, for your own sake, 
you remember what has passed between 
us!”
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Compare and Contrast

Scrooge is now Edwin Scrooge, a 
17 year old high school student. 
Marley is now Madge, a deceased 
lunch lady.

EDDIE: Holy guacamole! It’s Madge’s 
ghost!

EDDIE dives for his bed and goes 
under the covers. 

MADGE: Oh Eddie you were always 
over dramatic. You don’t mind if I 
sit down do you? These pots weigh a 
ton. (sits) Ahhhhhhhh. That’s better. 
My back is killing me. I got a knot 
between my shoulder blades like you 
wouldn’t believe. 

EDDIE: What do you want from me?
MADGE: Are you going to come out 

from under the covers so we can have 
a normal conversation?

EDDIE:  (slowly emerging) What do you 
want from me?

MADGE: A lot, let me tell you. We have 
a lot to talk about.

EDDIE: I don’t believe in ghosts. You’re 
dead. You died over a year ago! You’re 
not here and you’re not real.

MADGE: Eddie. Do you see me? Am I 
not sitting right here, talking to you? 
Why do you doubt what you see?

EDDIE: Because. I could be 
hallucinating. I could be sick. Stomach 
Flu. You could be a piece of bad beef 
doing the cha cha in my intestines.

MADGE: Eddie, Eddie, Eddie, what did 
I tell you? Never eat the beef! 

EDDIE: You could be sour milk. An 
underdone potato. 

MADGE: And it’s a Thursday –never eat 
the beef on Thursday. 

EDDIE: There’s more gravy than of grave 
about you, whatever you are!

MADGE: So tell me, Eddie, what’s new? 
Got a girlfriend?

EDDIE: (as if that’s grotesque) No.
MADGE: Made any new friends since 

I’ve been gone?
EDDIE: No.

MADGE: Why is that?
EDDIE: Because people are stupid. 

Everybody is stupid.
MADGE: Is that right? 
EDDIE: Except for you. And me. We 

were the only ones who knew what 
was going on and never got lost in 
warm, fuzzy, useless pursuits. Except 
now it’s just me.

MADGE: Eddie, I was a miserly, 
miserable crab apple of a lunch lady. 
I hated my job, I hated my family, 
I never did anyone any good in my 
entire life. What makes you think I 
knew what was going on?

EDDIE: You were the best! You’re a great 
businesswoman. You charged top 
dollar for the fries and only gave out a 
teeny tiny portion. You charged extra 
for gravy. Now they just pour gravy 
over everything willy nilly! You reused 
the pot roast for two, three, four days. 

MADGE: Never eat the beef on Thursday.
EDDIE: It was a beautiful sight to behold. 
MADGE: It wasn’t beautiful Eddie. The 

dealings of my trade were but a drop 
of water in the life I should have led.

EDDIE: What do you know? You’re 
dead! I am not sitting here talking to 
you. 

MADGE: Why not?
EDDIE: I don’t believe in ghosts! You 

don’t exist!
MADGE: Don’t you want to know why 

I’m here?
EDDIE: No.
MADGE: Tough cookies. Listen up kid. 

(she gives a ghostly moan and rattles 
her chains) If a human being does 
not do good in their lifetime, they are 
condemned to wander for eternity. I 
have constantly travelled the world 
since my death without one moment 
of peace. 

EDDIE: But you never travelled. You 
said it was too expensive and there 
was nothing you wanted to see.

MADGE: You see this chain? I made it 
with my own bare hands. I made it link 
by link, and yard by yard. With every 
unkind word, and every selfish action, 
I made it longer. I made it of my own 
free will. And if you don’t watch out, 
your chain will be twice as long.

EDDIE: But I’m only seventeen. How 
can I have a chain like that already?

MADGE moans again and rattles 
her chains.

MADGE: Hear me Eddie! Heaaaaaaaar 
meeeeeeeeeee!

EDDIE: I will!
MADGE: You are heading down a path 

Eddie. No space of regret can make up 
for opportunities missed in life. Soon 
you will become so entangled, escape 
will be impossible.

EDDIE: Don’t you have anything good 
to tell me?

MADGE: There is no good in you Eddie. 
Your heart is ice and stone. I don’t 
have much time. I am here to warn 
you. You have a chance to avoid my 
fate. You will be visited tonight by 
three ghosts.

EDDIE: Ghosts? Does it have to be 
ghosts?

MADGE: I thought you didn’t believe.
EDDIE: (not convincing) I don’t.
MADGE: Without these visits, 

you cannot hope to escape the 
consequences. You. Will. Be. Doomed. 
The first ghost comes when the clock 
strikes one. Do good with this, or it’s 
curtains for you. And not the nice 
curtains. It’s those cheap chintzy ones 
that yellow real quick.

EDDIE: I miss you Madge. 
MADGE: So make some friends. 
EDDIE: I hate friends. 
MADGE: So get a girl. Would it kill you 

to get a girlfriend?
EDDIE: Madge!
MADGE: I miss you too kid. Remember, 

for your own sake, what has passed 
between us!
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Scene Spurs
Writing Prompts for Dramatic Depth

Edited by Lindsay Price

Sample from Scene Spurs
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What are Scene Spurs?

A collection of photo-based writing prompts developed by 
playwright Lindsay Price. The set includes 35 different Spurs 
along with an instruction guide and lesson plans to integrate 
them into your drama classroom.

Each Spur Has…

An Intriguing Photo

 » Specifically chosen to trigger creativity.

Warm-up Questions

 » To get the brain in gear.

Automatic Writing

 » A technique to focus the mind.

Monologue & Scene Prompts

 » Theatrical suggestions for writing monologues/
scenes inspired by the photo.

Ordering Scene Spurs

To get an instantly downloadable PDF of Scene Spurs, just 
visit: http://theatrefolk.com/spurs

Scene Spurs
Writing Prompts for Dramatic Depth

Introducing
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Scene Spurs
Writing Prompts for Dramatic Depth

Warm-up Questions

1. What type of birds are these? (if you don’t know, 
make it up!)

2. Where are they?

3. How are these birds related? Brothers and sisters? 
Parents and children? Define the relationships.

4. Personify these birds – give them names and ages.

5. Who is the most dominant bird? Why?

6. Who is the weakest bird? Why?

7. What are these birds looking at? Why?

8. Are these birds in danger?

9. What is the emotional state of these birds? Do they 
all feel the same, or do some birds feel differently?

10. Who took this picture and why?

Automatic Writing

Automatic write on this picture for two minutes. What 
comes to mind when you look at the picture? Look at it 
from top to bottom, left to right. Do you have a favourite 
type of bird? Are these birds pretty or creepy? Do you 
like birds? Why or why not? Do you fear getting pecked? 
Have you ever seen Hitchcock’s The Birds? Keep writing 
for the whole time!

Monologue Prompts

Write the inner thoughts for each bird as they stare at 
whatever it is they’re looking at. Give each bird a different 
emotional state.

One of the birds is trying to figure out how to tell the 
others he/she wants to leave the group. What is their 
reasoning? Why do they need to leave?

The birds aren’t looking at something, they have all 
turned away from another bird out of frame. Write the 
monologue of that bird, trying to get the others to look 
at it.

Write a monologue from the perspective of the 
photographer, who hates birds.

Scene Prompts

Write the scene that focuses on what the birds are 
looking at. One of the birds wants to leave immediately. 
One wants to stay. How does each present their case?

Write the scene that focuses on what’s happening out of 
frame. Theatricalize it.

The birds are watching a tennis match. One of the birds 
has a secret they want to reveal but they don’t know 
how. Write that scene.

In the moment after the photo is taken, the birds look to 
the other side, and see something dangerous. How do 
they deal with it? Write that scene.

The birds are watching another bird learn to fly. Based on 
their look in the photo, it doesn’t seem to be going well. 
What happens next? Write that scene.

What Are You Looking At? 
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