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Abstract 

In Australian youth theatre there is a need to develop more quality theatre 
opportunities for young actors and performers. This article is a practitioner led 
exploration of Brisbane Junior Theatre’s methodologies, practices, performance 
and training techniques, more specifically BJT’s uniquely developed and relevant 
Abridged Method Acting System (AMAS), designed to prepare and equip actors 
with craftsmanship based theatrical skills for a career in the performing arts. 
BJT’s unique actor method is an abridged, condensed; refocused combination of 
internally driven Stanislavsky based methods and the external action driven 
methods such as Meyerhold, Laban, Lacoq and the classical acting method of 
British actors in the 20th century. BJT’s acting method is like a gourmet “happy 
meal” meant to be understood and used by performers from different stages of 
cognitive development as well as experience. This article will begin by 
demonstrating the need as well as the relevance and significance for developing 
more quantity as well as quality professional theatrical technique for young actors 
in Australia. The article will then will briefly introduce the work and training 
methods and processes of Brisbane Junior Theatre including the “Abridged 
Method Acting System”. The article continues by describing and defining 
engaging motivational factors that lead young performers to seek and obtain 
consistent theatrical technique training. This topic will be followed by a brief 
discussion on the significance of developing craftsmanship for young people and 
the implications of Piaget’s theory of cognitive development on youth training 
methods. This will be followed by a brief overview of historical youth theatres that 
have offered focused technique training from the 19th Century to the present. This 
discussion will include research information on the benefits of developing 
performance technique for young performers. The article will then define and 
describe Brisbane Junior Theatre’s “Abridged Method Acting System” actor-
training process identifying the basic elements, phases and processes used in 
training and performance. The article will then discuss BJT’s basic elements 
including “want feeling, action and point of focus” and will demonstrate the 
process using these elements through the use of two document-based tools: The 
“Beat Analysis Worksheet” and the “Dramatic Action Graph: A time over intensity 
analysis.” The article will then draw some conclusions highlighting the 
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significance of developing strategic youth theatre techniques such as BJT’s 
Abridged Method Actor System.  
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In order to demonstrate the need for youth theatre performance in Australia it is 
important to reiterate this statement quoted in the article “Brisbane Junior Theatre: A 
New Theatre Paradigm,” published in Fusion Journal in 2019 (Bradford, 2019). 

The Australian Theatre Forum 2011 called on individuals, organisations 
and agencies involved in theatre in Australia to commit to “Strengthening 
young people in theatre,” increasing the scope of theatre and young 
people, particularly on main stages; (and) increasing access to theatre for 
young people. (ATF, 2011) 

The problem and the challenge 

The 2011 ATF conference has identified the need to develop youth theatre by creating 
more performance opportunities on “main stages” as the top priority for theatre 
practitioners. This would help create a much bigger base of youth theatre performance 
at a higher quality level so that future generations of theatre practitioners in Australia 
will be strong, numerous and healthy. In other words, it is important that Australian 
youth have quality theatre performance opportunities that will engage them, creating a 
greater interest and love for theatre. The implication behind this notion is that if 
Australian society doesn’t provide these theatre performance opportunities in growing 
numbers and in greater quality, then the Australian theatre community in the future 
will suffer exponentially in growth and quality in the future. The challenge is therefore 
to inspire and equip the Australian community, including theatre educators and 
practitioners, with knowledge and expertise to create a wave of youth theatre 
opportunities at the grass roots level throughout Australia.  

Quantity theatre productions 

The concept of “quantity” in youth theatre is a possible measurement of success. The 
number of youth theatres in Brisbane as a snapshot sample of youth theatre quantity 
might help demonstrate the need for more production-based youth companies in 
Australia.  

Brisbane currently has 14 organisations that call themselves “Youth Theatres, Youth 
Arts Organisation or Drama Schools”, all with a variety of differing purposes and 
processes; of these organisations, only two; Brisbane Junior Theatre and The Arts 
Theatre in the Brisbane CBD have created regular fully resourced productions for the 
longest time. This is possibly because they have developed human as well as physical 
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resources that can meet the demand of their theatre networks and communities. The 
Arts Theatre in Brisbane City is a not-for-profit community, arts organisation that has 
been in in existence since 1936, producing adult and youth community theatre-based 
shows. The Arts Youth Theatre is performing 8 productions in 2019 including 
commercial based as well as non-commercial shows. Each of the shows is performed 
over a four-week period giving great opportunity for performers to have actual stage 
time to hone theatrical craft. Comparably, it is important to note that a regional US city 
like San Diego in the US has listed (San Diego Youth Theatres, 2019) 28 youth theatre 
companies consistently producing fully resourced productions. Based on population 
and comparing this statistic to Australian Youth theatre, the U.S has a 14 to 1 ratio of 
youth theatre companies in comparable regional cities. In contrast, all the San Diego 
youth theatres are listed as having produced seasons of fully resourced shows. In terms 
of quantity performance opportunities, Australian youth theatre is notably lacking.  

Quality in youth theatre 

Zig Ziglar (Ziglar, 2017) stated “If you aim at nothing you hit it every time.” Chicago 
Sociologist Howard Becker identifies 3 distinctive levels of “quality” in his 1982 book 
“Art Worlds” Great Art, Good Art and Poor Art (Becker, 2012). When considering 
quality, it is then necessary to ask the question: What Determines Great Art? 

Becker answers this question by determining five major factors (Becker, 2012) that 
identify great art. The five include: The consensus of others concerning the art work, 
the way the art makes people feel and think about themselves, the world and the art, 
the level in which the artist is immersed and cooperates with the art world, the Je ne 
sais quoi; that special something the artist has and delivers into their work and the 
level of skill, knowledge, convention and consistency the artist brings to their work. The 
first four factors are notably subjective and somewhat nefarious and rely on intangible 
qualities of individual performers and may be hard to replicate and repeat. However, of 
all these five factors, only the last factor “the level of skill, knowledge, convention and 
consistency the artist brings to their work.” has a certain level of objectivity that allows 
theatre practitioners to train, teach and develop technique, enhancing and building 
levels of craftsmanship and knowledge in individuals and groups. 

What is Brisbane Junior Theatre? 

MTI and Hal Leonard recently referred to Brisbane Jr., Theatre’s significance as a 
youth theatre in Australia by saying that “Brisbane Jr. Theatre has had the most youth 
theatre performances in all of Australia and is known for its consistent quality 
performances” (Stoddard, 2018). Brisbane Junior Theatre produces 4 to 5 commercial 
based quality resourced musical productions per year, all with 4 performances during 
the school holiday periods. BJT averages around 65 performers aged 5-18 per show as 
well as weekly classes and workshops. BJT has produced 80 shows in 19 years using 
only 3 directors. Using high quality shows and minimal directors has ensured quality 
over a long period of time.  
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BJT’s training opportunities 

BJT strategically and intentionally uses productions, workshops and private lessons to 
help train and build craftsmanship skills in its actors. BJT provides training through 
consistent fully resourced productions. BJT trains actors in weekly workshops & 
classes, using a production-based learning framework geared at developing youth 
performers with quality actor training. BJT also offers private and small Group training 
where actor methodology is broken down and emphasised. This training includes 
SMAC: Serious Method Actor Training and SVAC: Serious Vocal Actor Training where 
technique is explained and taught in greater detail through analysis, exercises and 
improvisation. The primary acting technique is BJT’s uniquely Abridged Method Acting 
System: (AMAS). Before we explore the AMAS system processes, it is be important to 
explore what motivates youth theatre performers to seek and continue more serious 
and advanced actor training. 

What creates demand for youth theatre 
involvement/engagement? 

Basic interest and exploration alone are not enough to create a desire for a young 
performer to pursue training in a more serious and prolonged way. The elements listed 
below are areas of motivation for young people to pursue training and technique. It is 
important for BJT to realise and facilitate these elements in strategic ways to assist 
young performers obtain professional skills and experience. 

Socialisation Sometimes students join a production because their friends are in the 
play. In this situation, students are often wanting acceptance and inclusion and to be 
part of a team. Socialisation alone is not normally a strong enough reason for young 
students to continue with professional training, however it may lead young performers 
to one day realise that their undeveloped talent is important enough to develop. 

Fame and notoriety Some young performers aged 5-18 are driven by the desire to be 
famous and gain attention from family, friends and the general public. Students driven 
by fame will sometimes try and use their raw undeveloped talent to achieve their goals, 
however unless there are greater values driving their careers, they will often drop out of 
training because it is too hard, inconvenient or too expensive.  

Passion and love of performance Performers are often driven by what they enjoy 
and seem to be good at. Often, they discover passion and greater love for their art and 
begin to realise they need training and the knowledge of professional processes and 
techniques to be more successful at what they love to do. 

Goal fulfilment/accomplishment Many times students are encouraged by parents 
and mentors to have multi-faceted goals. They then become successful in the areas they 
have identified through hard work and training. Sometimes students, who are good 
scholastically, train in a certain sport as well as wanting the lead in the school play. So 
they organise their time and train harder than most others to accomplish their goals.  
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Competition Some students enjoy being part of a theatrical production and realise 
they need to have greater technique in order to compete at a higher level and get the 
parts they desire. So competition drives their need to work harder and gain better skills. 
Often competitive students will also create trouble for themselves by developing 
attitudes that keep them from being humble.  

Sustainability/longevity Actors who begin to perform often realise that their body 
gets too tired and their voices aren’t strong enough or dexterous enough to last over one 
production schedule or over many productions within a short period. They then realise 
that in order to sustain their vocal strength they need ongoing training using the proper 
exercises and habits to maintain their physical and vocal ability.  

Financial compensation (reward) Sometimes young performers, for whatever 
reason are motivated by earning money or by being compensated by the art they 
perform. These students have strong business acumen and learn how to turn everything 
into moneymaking opportunities. These students may need to sacrifice their time and 
energy for a time until they learn the craft of acting, sing or dancing and can make 
perform because they have learned to be passionate about their art.  

Craftsmanship/technique Is the process of learning unique “building” skills that 
enables the student to have a sense of special purpose and sacredness to the art of 
performing. Actors often seek out training from specialised dance, acting and music 
teachers to help them develop special techniques that allow the performer to create 
truthful beats and enable the student to be fully committed to their performance.  

BJT is careful to note and cultivate young performers who seek training and experience 
through performance. The author of this article suggests that through experience, it is 
important to use combinations of the motivators listed above in an organic way to help 
engage young actors to pursue training at ever increasing levels at different ages. 
Perhaps the greatest long-term factor that motivates young performers is the efficacy 
and confidence a young actor acquires through the gradual development of 
craftsmanship. 

The significance of craftsmanship 

Bradford identifies craftsmanship as a cognitive accelerator that helps individuals and 
ensembles raise their skill levels and quality of performance to ever increasing levels 
because they are consistently executing learned technique and building artistic 
confidence from play to play, class to class, and year to year. Craftsmanship is defined 
as “an artist skilled in the techniques of an art or craft.” (Newport, 2017) identifies the 
effects of craftsmanship as “the ability to hone and build artistic technique and skill,” 
increases confidence and efficacy, increases levels of engagement, contributes to value 
and meaning, and develops a deep sense of sacredness and specialness for individuals, 
ensembles and productions. 
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Piaget’s Theory: Limiting factors in youth actor 
training 

According to Cherry (2018) Jean Piaget’s theory of cognitive development suggests that 
children move through stages of mental development. The implications of Piaget’s 
theory suggest that BJT’s or any youth theatre training methods and techniques need to 
adapt and cater to the growth level and cognitive abilities of young performers at each 
stage of their development. Cherry (2018) further identifies three main stages of 
development. 

Preoperational stage 

The preoperational stage according to Cherry (2018) involves children aged 2-7. This 
stage is marked by children developing symbolic thinking and learning through role-
play because their reading abilities are limited. Another major learning technique at 
this stage is for the child to mimic and copy. Children at the preoperational stage 
usually can’t understand concrete logic and are egocentric, focusing on their own 
perspective and not empathising with other points of view. 

Concrete operational stage 

In the second stage, the concrete stage Cherry (2018) also suggests that children 8-11 
begin to understand logic and the concept of reversibility where actions can be 
rescinded and reversed. Children in this stage also begin developing objectivity, become 
less egocentric, and start to understand many parts of a problem. 

Formal operational stage 

In the formal operational age youth aged twelve to adult develop logical thought and 
deductive reasoning as well as abstract thought. Youth above the age of 12 also develop 
systematic planning abilities, conceptual balancing and ultimately hypothetical 
thinking (Cherry, 2018). 

It is important to note that although some scholars have discounted the work of 
youthful performers because of their varied cognitive limitations, BJT, however, has 
valued young performers and used the overall process of theatre production to drive 
training to consistently create a positive ensemble environment effect. 

Origins/influences of BJT’s abridged approach 

According to Water, (2012) in field of “Youth Theatre,” there has been very little 
research.” Water emphasises that this is primarily due to the attitudes of youth journal 
editors and theatre researchers relegating the topic of youth theatre research as “Kids 
Work” (Water, 2012). However, there have been several notable historical exceptions. 
In London, in 1904, (Britannica, 2019) Herbert Beerbohm Tree created a school of 
theatre training for youth; the Royal Academy of Dramatic Arts (RADA) which today is 
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known as the National Youth Theatre. In Paris, in 1913, Jaques Copeau and Suzanne 
Bing founded the “Vieux Colombier” (Mason, 1973), a training school for young 
performers. Both of these schools had daily classes for children and teens that included, 
physical theatre and improvisation. 

In America, the post WWII youth theatre movement emerged, possibly as a result of 
increasing incomes, social tastes, the invention of Television and Movies and the 
demand to create more entertainment in a new media-based world. San Diego Jr. 
Theatre began performances and training in 1948 (San Diego Jr. Theatre, 2019) and 
continues as one of Americas largest and most prolific youth companies. The 
Minneapolis Children’s Theatre (Children’s Theater Company, 2019) began its youth 
productions in1965 and is now noted as the largest and most financial youth theatre 
company in the US All across the US with summer stock theatre and regional theatre 
growing from 1920 to 1960, there was an awareness that training youth and providing 
ever increasing quality youth-based productions was needed to increase the base of 
knowledgeable and trained artists for future growth. In all of these examples, however, 
there is no mention of strategic acting approaches or acting methods used to train 
young actors, so it is assumed that actor training if any depended on the skill and 
experience of the teacher/directors and no recognised or coordinated approach existed. 
However, The La Guardia Arts School NYC “Fame School” (La Guardia Arts, 2019) 
identifies its focus for actor training as “Meisner, Stella Adler, and the Michael Chekhov 
Techniques.” It is important to note that though there is a demonstrated lack of focus 
on youth actor methodology in theatre, there is an abundance of research on youth 
theatre technique in youth voice training that may be significantly related to the 
development of actor training technique. 

Youth performance research 

Research on youth voice technique related to youth acting in performance concludes 
that basic techniques of pitch accuracy and breath control increase with graduation and 
maturation (Hedden, 2012). Research also reveals that it is “important for teachers to 
identify levels of ability” and that “consistent teacher feedback and knowledge increases 
learning in students. Research also shows that “teacher techniques should be 
established and proven, and that teacher modeling and student mimicking improves 
technique through the use of immersion teaching and the use aural, visual and 
kinesthetic learning approach. (Hedden, 2012). Research on youth voice technique 
related to performance also reveals that in order to improve technique and ability 
teachers should not move to more difficult tasks than the child is capable of doing in 
order to “meet the child at the point where his or her skill levels are,” “Maintain 
engagement and interest in singing, Allow the child to be successful with particular 
tasks before moving on to more challenging ones and the child must be taught to hear, 
judge and control their voice.” (Hedden, 2012) Comparing voice technique principles 
with youth theatre training, it is important to note that technique and craftsmanship in 
both young vocal and theatrical performers improves with better communication, 
modeling, gradual development at the performers skill level and the teacher using a 
variety of techniques that takes into consideration the students learning strengths. 
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Because of the lack of research identified in youth theatre system approaches, it is 
important to adopt these processes as possible starting points for teaching method 
acting techniques in youth theatre because of the similar, comparable goals and 
processes of vocal and theatrical performance.  

BJT’s Abridged Method Acting System (AMAS)  

BJT’s AMAS is a process of actor training that uses the basic elements of want, feeling, 
action and point of focus and identifies, integrates, synthesises truthful beats in 
sequences of dramatic action to engage and transform an audience in a theatrical 
performance; with transformation being the ultimate goal of theatrical experience. 
BJT’s AMAS requires that actor’s establish a given circumstance and a background to 
the elements of want, feeling, action and point of focus as well as create depth of 
meaning and understanding through analysis and developing underlying dialogue 
before determining the dramatic beats through intensity over time graph analysis. 

Two important principles to consider from BJT’s 
experience 

BJT’s approach advocates that the AMAS acting process must have one of the four basic 
elements driving the beat. This is called the beat driver. It is important to note that the 
beat can be driven by either want, feeling, action, or point of focus depending on 
whatever works for the actor based on age, learning style or preference. 

The director and teacher’s role is to facilitate the intentional creation and progression 
of truthful macro and micro beats using text, subtext, movement, song etc. As 
facilitator, the youth theatre practitioner creates a role of coach that builds trust in a 
safe non-manipulative environment and shows the young performer that they are an 
advocate, on the same team, building the character and performance together. This 
team building relationship is vital to the efficacy of the young performer. In the AMAS 
process, actor training as part of developing basic knowledge for young actors, it is 
necessary to stress the basic tools of the actor as a pre-process before the analyzing and 
phase work begins. 

BJT’s AMAS process 

BJT’s Abridged Method Acting System is developed by a process of analysing the script, 
action, subtext, or music by first recognising four phases of the AMAS process; 
Identification, Integration Synthesis and Transformation, and secondly by applying 
three pre-process elements of “developing meaning”, “identifying given circumstance” 
and “understanding context,” and thirdly by applying the four basic elements of Want, 
Feeling, Action and Point of Focus through the four phases of the AMAS process. This 
process is called a “Beat Analysis” and can be performed on a beat analysis sheet, in 
shorthand on a script or by memory from experienced actors who have learned the 
technique and apply it through automaticity. When the beat analysis is complete at a 
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reflective stage of the process, it is also important to apply BJT’s time over intensity, 
dramatic action graph as the final component of the AMAS process. 

In the AMAS system, the process begins with chronological identification of truthful 
beats in the dramatic action. Each beat is identified with a forward slash, titled and 
numbered for identification. It is important to then identify and title all four basic 
elements per beat. The actor must identify in one or two words, what the character 
wants, feels, does (action) and focuses on and combine all these four elements in a 
corresponding Beat Box. This process should be performed for the entire portion of the 
script, action or the whole script. 

Once this process of identifying elements and placing them together it is important to 
integrate the elements chronologically using repetition and analysis to strategically 
blend the elements to form the integration stage of creating truthful beats. It is 
important to note that this is an active process that requires actors to move from phase 
to phase as if they are working through a theatre production process. The identification 
phase graduates into the integration phase just as actors learn their part, lines, and 
movement and begin to build a character from the blocking phase to the working phase 
of a rehearsal. This process can happen as part of a production or part of preparation 
for a scene or performance, or just for personal study or study in a class. 

The third phase of the AMAS system is the elements move from being integrated to 
being synthesised. The synthesis phase is marked by full memorisation; more resources 
like stage props, costumes etc. and the beats are usually played over a significant 
portion of the play or whole play in a performance-based rhythm. The final 
transformation phase happens when the play at a highly synthesised level of rehearsal 
encounters an audience. 

The transformation phase is earmarked by a new life and energy that only happens 
when actors play and negotiate meaning in an audience actor-based performance. The 
purpose of this phase is to transform the audience using the elements in the process. 
Once the phases on the AMAS systems are defined outlined and understood, it is 
necessary to begin to analyse the dramatic text, subtext and action of the performance. 
As part of the pre-beat analysis, it is important that the actor identifies and titles the 
given circumstances of each scene and tone goal (climax) of the entire performance 
from the intent of the author, director and audience experience. 

Given circumstances 

The given circumstances of a dramatic performance have a beginning, middle and end 
and may be scripted or un-scripted, textual or sub-textual. The actor needs to clearly 
identify and state who, what, why, where, and when of the character and describe the 
detailed situation they are in at the moment of the drama. The given circumstances are 
always in the present tense and describe the circumstances and situation in the now. It 
is also very important for the actors to create through their imagination or research, or 
understand a detailed back-story to the characters life including past experiences, 
economic, religious, cultural and social background.  
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Background/context 

The actor needs to clearly identify and build the character’s history, relational, 
economics, status, religion, personality type, and significant experiences to create a 
truthful past. BJT teaches its young actors that the more detailed this information, the 
more truthful the character traits and responses. The development of context is a 
powerful tool that creates confidence and craftsmanship in young actors. However, 
young actors understandably lack life experience and the knowledge of life and 
language and many times must rely on observation and imagination to create a 
background to their character. It is important to examine the AMAS practice through 
the use of the Beat Analysis Tool. 

 

 

Figure 1. The Beat Box (reprinted with permission from Brisbane Junior Theatre). 

 

The Beat Box as shown above in Figure 1 is a rectangle shaped box divided into 4 
sections. The purpose of the Beat Box is to identify, title and isolate the basic acting 
elements in a given beat for the purpose of then integrating the beats individually and 
then corporately. The Beat Box should be placed strategically above or near the 
identified forward slash on the script or worksheet as identified in Figure 2 below. The 
Beat Box should be numbered and titled to correspond with the numbered beat written 
on the script in Figure 2. The four smaller divided boxes in the Beat Box are labelled 
(W) for want, (F) for feeling, (A) for action and (POF) for point of focus. These are the 
four basic acting elements in the AMAS system and need to be identified and written 
out in a few words at most. 
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Figure 2. The Beat Analysis Worksheet 

(reprinted with permission from Brisbane Junior Theatre). 

 

BJT has developed a tool as part of its AMAS system; a beat analysis worksheet that 
helps identify the acting process to help create a way for young actors to develop 
accurate meaning in their dramatic action and language. For the purposes of this 
article, a shortened version of the beat analysis worksheet using the first few lines from 
Hamlet’s monologue in Shakespeare’s Hamlet Act IV scene IV has been used to 
demonstrate how the analysis worksheet is used. 

Actors at BJT are asked to write down or record the stage dialogue or subtext in their 
own words creating an “underlying dialogue” to the dramatic action. This process of 
writing down the underlying dialogue directly underneath the script helps the actor 
cultivate the meaning, asking better questions of the text and developing deep 
understanding. The actor needs to rephrase dialogue or subtext in his or her own 
words, honing accurate and simplified meaning for the performer. In this process the 
actor is confronted with gaps in their understanding and begins to grasp nuances and 
inflections as well as word meanings that once had no meaning. In Figure 1 above, the 
underlying dialogue is written out in red under the actual text from the play. Each of 
the beats are numbered and marked with a forward slash in the position of the beat 
change. A beat is a significant change of want, feeling, action or point of focus. When 
the young BJT actor determines the beat, they identify and label its four basic elements. 
The beat that determines the change is “the driver” and the other three elements just 
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follow into the new beat even if they don’t change. It is important to imbed “beat boxes” 
in the necessary positions near a beat on the scripted page to continue the analysis. 

Identification: Basic acting elements 

It is necessary as part of the AMAS process for young actors to identify, know and 
understand the pre-process and the basic elements of the process. The first basic 
element of want, also known as motivation, intention, or justification is an internal 
acting element and according to basic Stanislavski methodology is the main primary 
driver of beats. However physical methods such as Laban or Lacoq would argue that the 
external acting elements of actions and point of focus can also be the drivers of want 
and emotion. The second element of “Feeling” is also known as emotion and as an 
internal element, is a primary factor of effective characterisation. It is important that 
want and feeling both agree and grow together to maintain truthfulness. Young actors 
need help to understand depth and subtlety of emotions. Actions, also known as 
“doing”, “gesture”, “posture” and “movement” are external and require training for 
young actors to experiment and develop subtlety and control to become skilled in the 
art of acting. The fourth element, point of focus, an external element, is based on where 
the actor is looking or directing their attention. 

Integration 

Integrating wants, feelings, actions and points of focus in a monologue, scene, song or 
dramatic action requires clearly stating each element and then mixing and blending the 
elements together to create a truthful beat. Processes that aid the integration process 
include: analysing, repetition, isolating, grouping beat elements, rhythm at speed and 
varying speeds, improvisation, memorisation, adding resources, props, sets, costumes, 
lights, makeup, sound. The integration phase is usually part of the working stage of 
rehearsals of a production between the blocking stage and run-through stage. 

Synthesisation 

Synthesising basic acting wants, feelings, actions and points of focus and creating 
truthful beats as a follow-on phase from the integration phase of a production requires 
performers to run through portions of the show at performance speed with growing and 
full resources the shows require for an audience. Synthesisation is created when the 
show is fully memorised and resourced at speed. 

Transformation 

The ultimate goal of theatrical experience is to achieve a level of transformation where 
an audience is engaged and moved emotionally by the actor-audience relationship and 
the tone goal (climax) of the play or musical. The transformation stage is the natural 
end of the theatrical process and is the step beyond the synthesis stage. The figures 
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below will demonstrate the AMAS process using three beats from Hamlet’s monologue 
from Hamlet Act IV Scene IV. 

 

 

Figure 3. Hamlet: Beat 1 (reprinted with permission from Brisbane Junior Theatre). 

 

In Figure 3, the beat box above demonstrates the elements of beat number 1 clearly 
identified in four boxes. The actual dialogue of the beat is written above the beat box. 
The job of the actor is to number the beat and give the beat a name so they can easily 
identify and apply it in further analysis. When the actor has clearly identified and 
labelled the four boxes, it is necessary for the actor to speak the dialogue, integrating 
the elements. The actor may want to start by integrating two elements, speaking the 
line with want and feeling for example. Or it may be the actor’s choice to start the line 
delivery with action and point of focus by reaching out to the world. This process of 
integration using repetition and improvisation should be used until the actor is 
satisfied they have made intelligent, truthful choices that graduate to the next beat.  
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Figure 4. Hamlet: Beat 2 (reprinted with permission from Brisbane Junior Theatre). 

 

Beat number two in Figure 4 above, is a graduated beat from the first beat, creating a 
believable effect that suggest that they are acting as the character would in their 
circumstances. Beat two in this beat box has made four changes in each of the basic 
elements, due to the character of Hamlet asking a question of himself, and then 
answering it emphatically. This self-exploration creates a great psychological dilemma 
and strong dramatic tension. Again, the four elements of this beat need repetitive 
practice to determine nuance in performance through improvised practice. It is 
important to remember that the purpose of the phases of the AMAS process are meant 
to help actors graduate to each phase by the use of integration processes and 
techniques. For example, integration in this phase would graduate to synthesisation 
when the actor moves beyond the integration phase and begins to speak the lines and 
perform the actions of this portion of the script, fully memorised, in rhythmic run-
throughs, with resources and the actor imagining the actor audience relationship 
responses. 
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Figure 5. Hamlet: Beat 3 (reprinted with permission from Brisbane Junior Theatre). 

 

Beat number 3, identified in Figure 5 above is the final part of this analysis as an 
example of how the AMAS system works. This figure again shows that each of the basic 
elements have again changed and required contrasting want and emotion to express 
truthful meaning to an audience. In this beat, Hamlet wants to apply God’s reason in 
thoughtful emotion, yet Hamlet is clenching his fists intensely as he reasons with God 
as his point of focus. It is important that young actors build and use these elements one 
step at a time through repetition and improvisation creating meaningful dialogue as 
well as truthful sub-textual pauses, infections, etc. Once this part of the AMAS process 
accomplished it is important to map the script or a portion of the script using the 
dramatic action graph: time over intensity analysis worksheet, as demonstrated below 
in Figure 6. 
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Figure 6. Dramatic Action Graph: Time over intensity 

(reprinted with permission from Brisbane Junior Theatre). 

The final element of the AMAS process, the time over intensity dramatic action graph is 
a necessary process tool that requires the actor’s subjective reflective analysis of the 
drama to be performed. The actor needs to understand the intensity over time ratio, 
and the use of truthful beats in the acting process to truthfully tell the dramatic story, 
engage and transform the audience. The actor begins the analysis by labelling the beat 
numbers and titles of the drama at the bottom of the graph. Each page should cover at 
least a dozen scenes and measures the beat intensity by a vertically diagonal rising line 
from left to right. At the end of each rising beat should be a short falling action line in 
the same direction from left to right. Falling action represents the moment at the end of 
a beat when the audience breathes and answers the question presented in the drama 
before a new beat begins. At BJT, young actors are taught to maintain timing and play 
beats with a minimum of pause to hold the audience’s attention. The dramatic action 
graph can and should be used as an objective tool at any point in the analysis process to 
help young actors assess their acting technique. The horizontal direction of the graph 
represents the time of each beat and combination of beats. The angle of the vertical 
level represents the level intensity, subjectively determined by the actor in the beats. 
For example, the higher the stakes, emotions, wants, circumstances etc., the higher the 
angle on the graph. The less emotional and engaged the character and the action are in 
the beat, the lower the angle. In graph number six, Hamlet’s three beats are analysed as 
being mapped in progression from beat one to beat three, with the dialogue underneath 
acting as titles that identify the beginning of each beat. The downward lines represent 
the pauses after each beat, before a new beat begins. 
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Conclusion 

At the beginning of this article the quote from the 2011 ATF conference for more “youth 
theatre” on “main stages” demonstrated a clear and strong need for more quality 
performance opportunities for youth in theatre. The author of this article also 
impressed the comparison of Australian youth theatre production and the production 
of youth companies in a regional US city, revealing by contrast that Australian Youth 
theatre performance lagged well behind its American counterpart.  

It was also demonstrated in this article that more quality youth theatre in Australia 
would provide opportunities for developing greater technique based training strategies 
for young actors and that Brisbane Junior Theatre as a model of quality performance 
and training techniques could be a worthwhile example for other theatre and 
community organisations to embrace a paradigm that overcomes notions that youth 
theatre performance may not be significant because of cognitive limitations, financial 
barriers and “kid stuff attitudes of researchers and theatre professionals. It has also 
been demonstrated in this article that there are a number of factors that motivate and 
engage youth to obtain craftsmanship based actor training and that theatre 
practitioners and directors of youth theatre companies should embrace these 
motivating factors and create opportunities for performance and teach technique 
designed specifically for youth to enable them to succeed in an adult theatre world.  

One technique this article presents as a successful model for youth theatre is BJT’s 
(AMAS) Abridged Method Acting System. In this article, the AMAS system was 
described, explained, defined and exampled through the use of two acting tools; the 
beat analysis worksheet and the dramatic action graph; time over intensity graph. The 
beat analysis worksheet used several beats from Hamlet Act IV Scene IV and described 
the pre-process elements as groundwork for the basic element process and phases of 
the system used in sequence.  

Ultimately this article has emphasised that BJT’s unique actors’ method is an abridged, 
condensed; refocused combination of internally driven Stanislavsky based methods and 
the external action driven methods such as Meyerhold, Laban, Lacoq and the classical 
acting method of British actors in the 20th century. This article has shown that BJT’s 
acting method is like a gourmet “happy meal” meant to be easily understood and used 
by performers from different stages of cognitive development as well as experience, 
without prejudice. BJT’s (AMAS) equips students with a safe, effective, abridged, 
quality technique to give students efficacy and confidence to build a lasting career in 
the performing arts. 
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