Acting & modeling:  .Syllabus.
FOR THE OUTER SELF:
presentation - action problems - improvisations scenes, variation on a theme - emotion memory - sense memory, camera looks - colour therapy and sensitivity - make - up techniques - dress sense - diet - speech – diction voice placements and voice - recording and much much more !!!

various workshop to be conducted by NSD graduates who has worked in film and television and acting professors at NSD.

FOR THE INNER SELF: The student must know how to take success and failure in the same stride. It brings as harmonious balance in one's life and therefore, life becomes more & more beautiful everyday - in every field of life, be it business or personal, be it film line or any other line. owing to the hectic pace of life, today's man/woman need to bring his/her mind to live one day at a time and to live moment to moment. to achieve this, the student is put through meditation and therapies to bring him/her from the mind region to the no mind region which also is the creativity center of a person.

BOOLYWOOD CHOREOGRAPHY
Is taught by a Professional Dance teacher 

VIDEO-CAMERA PRACTICALS
The candidate is made to act in front of the camera and the results show from time to time so the he/we can gauge his/her improvement in acting and appearance. This is done at NO EXTRA CHARGE.

SPECIAL VIDEO SCREEN TEST
A Screen test which consists of different of acting done by the candidate in the form of scenes, improvisation playback, dance, fights etc. is recorded on a digital format, which can be shown to the various Producers & Directors. It helps the films Makers to gauge the talent of the Candidate.

PHOTO SESSION
The candidate has to have a set of professionally - taken photographs to be shown to the various Producers and Directors. Portfolio.
MODELLING
1. Portfolio

a) The look b) The type c) Photography d) Posing

2. Clothes & dressing

a) Season b) Comfort c) Color d) Casuals e) Formal f) Accessories g) Health care

3. Make up

a) Face b) Camera c) Lights d) Hair e) Skin f) Look g) Bone structure

4. Getting the act together

a) Modeling b) Ramp c) Facing the camera d) Stills e) Commercials

5. Networking

a) Getting started b) Meeting the right people c) Modeling agencies

d) Photographers e) Advertising agencies f) Production houses g) Directors

6. The final take

a) Handling the clients b) shoots c) Negotiating d) Signing Contracts e) Getting paid

PROFESSIONAL   FACULTY: 

FACULTY coming to conduct workshops of 3 hours duration each FROM 2:00-5:00 with 30 mins tea break are graduates from NATIONAL SCHOOL OF DRAMA (NSD) who has worked into the television serial or films and have strong inclination for teaching and sharing acting knowledgeso far following acting teachsers have conducted workshops with various past batches.
1. HEAD OF THE DEPARTMENT: Prof Dinesh khana. Acting Professor NSD. who has worked as lead actor in TV serials and characters artist in Feature film.

2. Prof Hema sahai. Voice and speech professor .NSD.

3. Hemant mahawar,ex NSD graduate working as an actor in Bombay.

4. Ms banni Sharad, ex NSD graduate working as an actor/DIRECTOR in Bombay.

5. sanjaty gatum, ex NSD graduate working as an actor IN SIGAPOOR. 

6. Surjeet  ,ex NSD graduate working as an actor IN delhi

7. Ms Zhilmil hazarika, ex NSD graduate working as an actor in Bombay.

8. Ms rasika, ex NSD graduate working as an actor in delhi.

9. ms Renu garg, ex NSD graduate working as an actor in delhi.
10. anil sharma, ex NSD graduate working as an actor in delhi.
11. Rudro, ex NSD graduate working as an actor in delhi.
12. kailash pandit

13. laxmi rawat, ex NSD graduate working as an actor in delhi.
14. Durgesh Kumar. ex NSD graduate working as an actor in delhi.
15. mr. sawarn rawat, ex NSD graduate working as an actor in delhi.
16. dinesh Khanna. ex NSD graduate working as an actor in delhi.
17. Mr. ashis Khare

18. lokesh jain.

19. chorographer Mr. Hitesh

20. choroegraphre Mr. jassi.

Detailed syllabus:
Aspects of body use and abhinaya according to the  natyashastra, the abhinaya darpan and related works: Hand gestures of one hand and both hand: Ways of holding and moving the body(still and moving postures 
: Jumps: Turning movements: Ways of walking

· Traditional and contemporary uses of the above gestures, stances and movements

· Eyes, head and neck movements

· Gaits and stances for various character, eg king, queen, child, nayika in various stages, animal, jester, holy person, etc; animls gaits, eg elephant, lion, horses, etc; combining the qualities of such animals with human beings to create gaits and stances.

· Discussion and practice of the use of levels of the body- standing, half sitting, full sitting – and of the stage to express character and situation; combining various speeds and types of movement to express abstract ideas

The acting course charts a passage from an understanding of the self, keeping the creative resources of the student actor at the center, and then expands to take account of characterization, character, textual interpretation, and an awareness of acting styles, so as to broaden the vision, imagination, and skill of the actor. Classes include sessions that deal with improvisation, movement, physical suppleness and expressivity, vocal kills; sessions also focus on psychological and emotional discovery. A study of Indian and western methodology is also included in the course. 
The objective, in the first term is to help actors develop awareness of the self(as individual, and as person) as an instrument of expression, and the personality behind the instrument.

1. Working on body 

(a) warm ups through games and exercises to open up physical and   emotional levels of awareness and responsiveness 

(b)  Muscular relaxation; centering the body; developing flexibility, sensory sensitivity and non-verbal expression. 

2. Working on basic mental resources like concentration and observation, sensory and emotional recall, imagination, and the concept of ‘as if’ ; through tracking, exploring the meaning of an inner monologue in the course of developing action.
3. Working on emotions:  The process of an approaching emotion will be explored both the ‘outside in’ (bodily action leading to the birth and expression of emotion) and ‘inside out’ (thought process leading to emotion).
4. Improvisational work based on emotional recall and imaginary circumstances will be done to harmonize body, mind and emotion in action.
Working Process

Working process includes work on actor’s own tool (that is her/his body and emotional resources), by attempting to build a situation (exercises to be based on An Actor Prepares by Stanislavski). The classes will include working with a partner/ partners and addressing problems of coordination and correlation. Improvisations with given conditions and without prior planning are introduced. Under this head, attention is given to work on spontaneity and narrative skill.
· Warm up exercises that help to focus on impulse, instinct and intuition; exercises, games and etudes based on understanding the importance of a moment and dealing with the implication of repetitive action.
· Improvisation that help in developing specific situation and exploring specific circumstances that give rise to a situation by basing exercises on the 4 Ws (Where, Why, What/When)

· Text analysis-to be done in order to understand the subtext and in order to convert the subtext and text into images, by means of psychological gestures and material objects.

· Special attention will be paid to the understanding of the unity of time, of place(space), and action; of environment , situation, and props.
· Sense of composition in order to explore the stages picture, the mise-en-scene.

· Process of building a character, which includes exploring the relationship between the actor’s body and the character’s body.

· Scene work based on the exercises above.

Acting Theory 
An introductory study of some important schools of actor-training in early 20th centuary Europe.
· Among the texts studies are:  An Actor Prepared by Stanislavski and To The Actor by Michael Chekov.
Special attention will be paid to the major concepts of these two practitioners by studying chapters of these two treatises in detaul. The study will include reading and discussion of the chapters.

Thrust: Core Development  (abilities like concentration, truth of an action, developing an external action even while connecting to  internal action. Carrying and  projecting atmosphere) and Imbibing  and extending skills  (Realism ,Folk Form, Short Story  through various forms/ genres  etc.) of acting.

1. Scene work based on realistic acting

Thought, motivation, the ‘how’ of action-lightness/weight-‘bubble’

The touting, spare time activities of characters; what the character wants; external action and inner monologue, emotion, relationships mood and moment. 

2. Scene work

Stamina, stance, movement, rendering of dialogue- facing an audience executing a stage action by basing one’s acting on Paris theater codes.

3. Inputs  that will be parts of regular classes

(a) work on aspects like observation, interaction, concentration, relaxation, action. The basis of these faculties in the actor’s work will be explored.
(b) Text-based work: seed of character; seed of a lived life; animal energies and presences; images; elements; energy; awareness of space while in action. A character’s body; its aspirations; it’s journey and its emotional and physical graph through the action of the play: an awareness of these to be gained through visualization of the play in question – culminating at the end of term and based on their work and character building. 

4. External inputs
Truth & heightened energy. Body work and inner concentration. Stylization and its experiential base.Indian Movement and Abhinaya: codes; stances;   mukhaabhinaya; detailing of thre ‘moment’. The extension, understanding and generating of rasa.

Field work in a selected regional and a study of its traditional/ folk form

Beyond Realism

Input that will be part of regular classes

1. Moving away from Realism – possibilities of detachment through narration and narrative acting. Alienation in acting: separation of the actor’s self from the role that is being played. Further understanding of some traditional forms and their approaches to acting.

2. Connecting narration to the role, and the role to narration: alienation of character portrayal in enactment the story.

3. Brecht and his politics, and his worldview. His approach to the theater and to performance.

4. Basic principles and exercises devised by Brecht for distancing, and including, the audience in the performance: breaking the mythical fourth wall.

5. Social gesture; historicity in acting; creating humor out of an otherwise painful experience: the transcending of emotion.
6. A 20 minutes performance based on work that interprets skills and approaches imbibed . The objective is the students should not only understand different styles and techniques of acting, but that they should also be able to discover wherein lies their strength, and the areas they still need to strengthen themselves in. this objective should also be carried into the III year so that they may then devise and create performances that are complete in nature.
                                 VOICE & SPEECH 
The objective of voice and speech training in CRAFT is that the actor should have a free settled natural voice with a wide pitch range, variety of volumes and with kaleidoscopic textural qualities, which can be articulated as clear speech in response to clear thinking and the desire to communicate. The actor should also be able to deal with different kinds of text and at a later stage be able to evolve new formats for his, or her, creative expression.
Theory

              How the voice works

(a) Vocal development: How does the voice develop?

(b) Study of vocal organs and their functioning.

(c) Alexander technique: a brief introduction.

Practical

1. Relaxation of body and mind:

Exercises for relaxing spine, head, neck and shoulder. 

2. Breathing and its importance in training the voice

(a) Kind of breathing

(b) Breathing exercises

(c) Relaxing the channel of the voice

(d) Activating the source of energy

3. Knowledge of terms and concept,
Factors of voice through various individual as well group exercises.

4. The voice and the movement.

5. Handling the emotions.

6. Analysis of speech defects and methods of overcoming them (individual exercises)

          1.  Introduction of text in the form of poetry. Also exercises in taking

               the poem as thinking.

          2. The very basics of working on a written text, i.e., poetry
          3. Recitation of verse. The emphasis here would be on clarity,  

Audibility, pronunciation, emotional and thought of speech.

1. The emphasis here would be on the knowledge of different speech style, their specialties (through speech classes as well as from the productions.)
Styles,  e.g.

· Realistic

· Narrative

· Poetic

· Farcical

· Traditional Indian

· Classical Sanskrit

2. Parsi Scene Work: getting to know the specialty of the Parsi style as 

Well its body language: energy, stance, stamina, truth and stylization, and the pre-expressive mode of being.

3. Stage business and speech.

4. Taking small scenes or speeches to work on attitudes, relationship, physical mood, intensity, starting points, emotional impulses etc.
1) Interpreting the lines.

2) Working on a silent script.

3) Characterization of speech.

Working with different media, i.e., recording one’s voice: the giving of one’s voice, giving commentary, dubbing, public speaking, acting in radio plays, and so forth.

Film Music 
To enhance the student’s awareness of the basic concepts of Music in relation to theatre and to familiarize and develop sensitivity towards musical and unmusical areas of sound by observation and practice. To recognize one’s singing voice. In culeating a sense of staging music as a total theatre concept in general aesthetic terms and specific the theatrical uses.

Introduction 
·  Nada, Svara ,Raga, The Mela

· Time, Laya, Tala

· Pitch, Volume, Timbre

· Pauses and silence in music

Instruction

· Knowledge of Instruments

· Ability to identify their tones

· Singing, Group singing, Part singing

· Voice training-individual and group

·  Use of simple instruments and improvised instruments.

· Learning to sing sings.
  Seasonal
        (Folk, ritual, seasonal, classical, chanting, patriotic, lullaby,
from plays of eminent music directors, etc.)
Two or three representation of these may be taught as per the availability of time. Rhythmic exercises. Small musical improvisation to themes.

Absorbing/ Assimilation (~)
   Listening.  Recording music (instrumental & vocal)  Live music performance  Live dance performance

Film  music (audio / video)

Assignment in the form of writing small critical reviews of what one witnessed or listened.

Assessment. Internal assessment based on: Individual growth Regularity, interest, involvement

Discipline Team work and leadership. Ability to follow a leader
                     
    BODY  MOVEMENT .
The beauty of moving lightly. De-conditioning the body. Removing bodily inhibitions.

 Exercises for loosening up the body and improving of stamina: the head to toe exercise. Various kinds of jumps and leaps. Stretching exercises. Exercises taken from the western ballet. Various ways of walking on the stage. Walking across the stage. Walks that cover the whole stage.
Techniques of standing deeply rooted to the ground/ floor. Techniques that enable a feeling of lightness and strength in standing and moving: the veera rasa movements. Techniques of maintaining body balance. Techniques of connecting movement to breathing and vice versa.

· The sound and movement game

· Sticks as objects of use and as subjects of the variegated  imagination and, simultaneously, associating the sticks thus in use with movements of the body
· Slow motion movement leading to control and coordination of breathing with movement
· Moving and weaving in slow motion through, across, on and underneath barrier and shapes of various heights that are created out of massed and piled up ‘found’ objects

· Shadow boxing

· Slow motion wrestling and fighting without actually touching the partner or partners

· Games of action and reaction

· Status games

· Games that encourage the creating of extra-daily, extra-ordinary shapes through the body and its limbs

· Games that encourage the art of relating to other while moving
· Exercises from the martial arts: Taekwondo
· Exercises in simple mime and pantomime with the emphasis on inculcating the ability to remember movements like one remembers lines from plays.
· The progressive addition of movements and body-mind memory game done sitting/standing/moving in a circle.

Games of rhythmic steps and movement

· With various combinations of hands clapping and foot stamping 

· While remembering all preceding steps, in rhythm, and creating a new step a day even as one comes up with different patterns of sounds with hand beats and claps, and foot steps and stamps on various objects
· While cat-walking, and walking like a cat

· While relating to various speeds, energies and emotions
The ability 

· To move while obeying specific instructions e.g. stop at a particular point

· To repeat movements once made, but with different emotional

· To work with the rhythm  box- moving while enacting various emotion, and with increasing speed and intensity 

· To dance, even as one invokes in oneself, variously, the five elements: Earth, sky, Fire, Water and Air.

Games in virtuosity

· Group games with sticks 

· Juggling, with stick and balls

· Variations in juggling

· Virtual stick games

Dynamics of movement

· Chest walking

· Back walking

· Improvisations in resistance

· Turns, twirls, twists and swirls

· Rhythmic breathing

· Reaching out through breathing

· The danger of the stereotype, and dull repetition: body- mind blocks

· The handling of various stage props

· The making of stage entries and floor entries with different and various bodily attitudes: enacting human beings, animals, or just about anything else

Creative challenges

· Working with various properties of creating dynamic stage action, and develop abilities to do so 

· Working without spoken words, resorting to gibberish

· Creating pieces of creative dance by observing specific and chosen objects and visualizing their physical qualities, such as their lines, mass and volume and interpreting those objects by association with their life experiences

The term will end with a demonstration/presentation, which will be based on work done during the year.
Practical workshop on the relationship of ‘actor’ to ‘object’ (furniture, for instance) and to ‘space’: the equations between the three in relation to text &dialogue: in 3 or 4 different styles of texts

Working with objects, translating a feeling onto the stage, construction an image: understanding symbols.

The students undertake to work on tiny studies that oblige them to think about detail, region specific sights and sounds; they work on images of their home, once again focusing on detail and the approximation, as closely as possible, of what their home means to them. Once more, the image of the home is central, not the student herself or himself.
The purpose of these exercise, the students are required reconstruct their relationship with an inanimate thing, such as a window. They are encouraged to recreate that relationship in the minutest detail. Yet again this is a study that focuses on detail: on specifics, on the importance of objects in performance.

Understanding Cliché 
Understanding cliché in posture, word, and body language by working on popular music and popular cinematic expressions and how they affect parts of the body.

All the above exercises are interleaved with work on some of the Michael Chekhov exercises on the five states of the body, Stanislavsky’s work on really seeing, really hearing and really listening

Acting Scene-work 
Focus on characterization, partner work, developing an imaginary body for a character, studying contradiction in character, improvising on space, and solitude for a character. Working mainly an realistic texts and the search through these on the meaning of subtext as it appears in objects, movement, and the spoken word.
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