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Improvisation

Definition: (aka: improv) form of theatre in which there is no script; instead, the actors create the dialog and action themselves, as they perform; “off the cuff,” so to speak.

Purpose/Goal: To improve acting skills through the development of improvisational acting techniques and to introduce students to a new performance medium.

Note to the Teacher: The ability to play is with us from birth. Acting for the theater evolves naturally out of playing. Recognizing this source of energy as well as providing an outlet for expression will only not only strengthen your students’ abilities, but will foster a desire within the students to creatively express themselves and to work together as a team. However, you, the teacher, must create a safe and positive environment for students to take risks and to express themselves. As always, make sure that students not only adhere to your classroom policies but to the following rules as well:

A. Always remain positive concerning each other. Allow no derogatory remarks or gossip within your classroom, especially during exercises and activities. This will strengthen class unity and provide students with a positive, supporting, and loving network.

B. Avoid the gutter!! Keep ideas clean, and never allow your students to become “Jerry Springer-ish”. 

C. Lastly, do not be afraid to join the students in playing the games. It will show that them just how safe you believe your classroom environment to be. (Plus, the students will think you’re wild and crazy, and they will both like and respect you all the more!)

Objectives:  Upon completion of this unit of study, the student will:
(1) Explain theory and techniques of improvisational acting.

(2) Describe the history of improvisation.

(3) Dispel several myths associated with improvisation.

(4) Use jargon specific to improvisation.

(5) List the general and specific rules of improvisation.

(6) Participate in a wide variety of warm-ups, exercises, and games.

(7) Identify knowledge of how to begin an improv group.
(8) Demonstrate creativity and freedom in the process of character development.

(9) Exhibit greater powers of concentration.

(10) Demonstrate skilled physical control and mime techniques.

(11) Develop vocal skills.

(12) Demonstrate spontaneous thinking and acting skills.

(13) Foster teamwork and strengthen interpersonal/conflict skills.

(14) Foster peace and world harmony.

(15) Save the planet. (
CONTENT OUTLINE
I.
Improvisation is a form of theatre in which there is no script. Instead, the actors create the dialog and action themselves, as they perform. (1)

II. 
There are several types of improv, but the most common is known as “spot improv,” which involves taking audience suggestions and using them immediately (“on the spot”) to create scenes (EX: Drew Carey’s Whose Line Is It Anyway? television series) (1)

III.
Improvisation dates back to the beginning of time when cave women and men acted out stories for entertainment. Since they had no form of writing, they had no scripts, which meant that the scenes were improvised. (For a more in-depth, historical account of improv throughout time, please consult page 7 of this curriculum guide). (2)

IV. 
There are many types of activities, warm-ups and games, and each one has a specific purpose and outcome (6, 8, 9, 10, 11, 12, 13, 14, 15).

A.
Warm-ups get the improvisers loosened up, feeling safe about taking risks, 
develop trust, and get the players in synch. 

B.
Exercises focus on particular aspects of the craft of improvisation and allow for 
players to focus on the skills of environment, characters, listening, story telling, 
etc.

C.
Handles are the bread and butter of improv. These are the games that require 
audience participation and have “built in” comedy.

D.
Games, again, help fine tune the abilities of the participants and foster teamwork.

E.
Long forms are structures that link multiple improv scenes to create a continuous 
improvisational story.

F.
Ask-Fors are sample questions to ask the audience in order to get them to 
participate and to get suggestions for the games.

G.
(For a complete list of all the above, consult pages 16-104).

V. 
Just like every communication medium or profession, improvisation has specific jargon or terminology (see pages 11-14). (4)

VI. 
There are elements about improvisation that will help students become more comfortable with their discomfort in initially participating in improv. (3)

A.
Everyone can do improv.

B.
Improv does not always have to be funny or comedic. In fact, good scenes can be
 very serious and touching, plus improv is a great and active way to conduct a 
character study or analysis.

C.
No one will think you’re stupid if you mess up, because you can’t mess up!

VII. 
There are general guidelines that must be followed while performing improvisation (5, 8, 12, 13, 14, 15).

A.
Always agree with your partner. Never negate their ideas.
B.
Agreement is the only rule that cannot be broken.
C.
There are no bad mistakes.
D.
There are no mistakes. Everything is justified.
E.
Treat others as if they are poets, artists, and geniuses, and they will be.
F.
The best way to look good is to make your fellow players look good.
G.
Stay in the moment!
H.
Have fun and relax!
I.
(A full list of excellent rules is on page 15).
What is Improvisation?
Taken from

http://www.improvcomedy.org/index.html

Improvisation (a.k.a.: improv) is a form of theatre in which no script is used. Instead, the actors create the dialog and action themselves, as they perform. The most popular style today is "spot" improv, in which performers get suggestions from their audience and use them to create short, entertaining scenes. 
No matter where or how it's performed, the essential ingredient in any improvisational performance is that the audience and the actors are working together to create theatre. 
Improvisational Theatre

Improvisational theatre uses audience suggestions to shape the action that unfolds on stage. Unlike conventional scripted theatre, there is an element of spontaneity and unpredictability that makes improv a unique and exciting experience for the performers as well as the audience. Every performance is completely different, and there's an element of risk involved since there's no guarantee that any given scene will "work". 

The Basic Idea

There are lots of different styles of improvisation, but the one that's currently the most popular is "spot" improv. "Spot" improv involves taking audience suggestions and using them immediately ("on the spot") to create scenes. The scenes usually wind up being very funny, but that's not a requirement. Good scenes can be serious and touching instead of (or in addition to) being comedic. 

Show structures

There are several different ways to structure an improv show. Most groups simply present a series of improvised scenes, possibly tied together by a common theme. 

Another approach (pioneered by Theatresports and subsequently adopted by Comedy Sportz and numerous other groups) is to set up a competition between two or more teams of improvisers. In some cases, the scenes are awarded numeric scores by one or more judges. 

Key Elements

Perhaps the single most important thing that improvisers learn is the value of agreement. Since nothing exists until the actors create it, a scene will only be "real" (for both the performers and the audience) if everyone agrees with each other about things like where they are, who they are, and what's going on.   The performers must also accept each other’s ideas, and build on them -- that's the fundamental process of improvisation.
A Short History of Improvisational Theatre
Taken from 

http://www.improvcomedy.org/index.html
Improvisational theatre is as old as time. It pre-dates the invention of writing, since long before we started writing scripts we were telling stories by acting them out. 

The Commedia Dell'Arte

Over the centuries, there have been many different improvisational styles. The most direct ancestor of modern improv is probably the Commedia Dell'Arte, which was popular throughout Europe for almost 200 years starting in the mid-1500s. Troupes of performers would travel from town to town, presenting shows in the public squares and on makeshift stages. They would improvise all their own dialog, within a framework provided by a set "scenario". 

After the Commedia died off, improv theatre faded into obscurity until it was separately and spontaneously re-invented by two people who have shaped the craft as it exists today -- Keith Johnstone and Viola Spolin. 

Keith Johnstone and Theatresports

Keith Johnstone started formulating his theories about creativity and spontaneity while growing up in England, and later brought them into his teaching at the University of Calgary. He felt that theatre had become pretentious, which is why the average person in the street didn't even consider attending it. Johnstone wanted to bring theatre to the people who went to sporting and boxing matches, the same audience that Shakespeare had written for in his day. 

Johnstone decided that one approach would be to combine elements of both theatre and sports, to form a hybrid called Theatresports. The trappings of team sports were adapted to the improvisational theatre context; teams would compete for points awarded by judges, and audiences would be encouraged to cheer for good scenes and jeer the judges ("kill the umpire!"). 

Through Theatresports, Johnstone's ideas have gone on to influence (directly or indirectly) almost every major improv group. 

Viola Spolin and Theatre Games

Back in the 1920s and 1930s, a woman named Viola Spolin began to develop a new approach to the teaching of acting. It was based on the simple and powerful idea that children would enjoy learning the craft of acting if it were presented as a series of games. 

Spolin's son, Paul Sills, built on his mother's work and was one of the driving forces of improvisational theatre centered on the University of Chicago in the mid-1950s. Along with people like Del Close and David Shepherd, Sills created an ensemble of actors who developed a kind of "modern Commedia" which would appeal to the average person in the street. As with Theatresports and the original Commedia, the goal was to create theatre that was accessible to everyone. 

The group that sprang from the work of Sills, Shepherd and Close, called The Compass, was extremely successful. It brought people to the theatre that, in many cases, had never gone before, and eventually led to the development of a company called Second City. 

Through The Compass and Second City, Spolin's Theatre Games have gone on to influence an entire generation of improvisational performers. 
Starting an Improv Group
Taken from 

http://www.improvcomedy.org/index.html

It's easy to start up an improv group, since the only requirements are an empty space and perhaps some lights. Everything else is created from the imaginations of the actors and audiences. 

The Performance Space

More specifically, you need a space with good visibility (no obstructing pillars), a number of chairs for the audience, and a few chairs for the performers. It's important that the space be the right size for your audience! You'll have a much better show if you have 40 people squeezed into a room that comfortably seats 35, than if those same 40 people are rattling around in a room that seats 150. 

You may want to consider having a concession stand with pop and snack foods. Once you're well established, you might even start merchandising (T-shirts, cast photos, etc). 

Lighting

Lights are not absolutely essential for an improv show, but they do add a lot to the performance. Lights serve to define the scenes in space and time (in space, since the lit area is where the action generally is, and in time, since the scene begins with the lights coming up and ends with the lights going down). Lights also make the show seem much more polished and professional. 

The person running the lights is, in a sense, a member of the cast. They can determine when the scene is over, and they can change the direction or mood of the scene by altering the lighting. In any case, good communication between the performers and the lighting person is important; usually a "lights down" gesture is agreed on beforehand so that cast members (even those not onstage) can let the lighting person know when to end the scene. 

One simple technique that adds a lot of polish to the show is to bring the lights down after the suggestions have been taken, pause for a second, then bring them up again to mark them beginning of the scene. 

Music and Sound Effects

A good keyboardist is a valuable asset to an improv troupe. Like the lighting person, the musician is a member of the cast. In addition to providing support for improvised songs, musicals, and operas, they can set a mood for a scene by their choice of background music. They can also make musical offers during a scene, which the improvisers can use to take things in a new direction; the musician can also act to reinforce the choices the actors make (for example, by playing a love theme at a romantic moment). 

The musician also provides pre-show music and sometimes plays during intermission. If you have no musician, a tape can be used for these purposes instead. In any case, the music chosen for pre-show should be lively and upbeat, to raise the energy level of the audience before the show formally begins. The intermission music can serve to keep the intermission from dragging on too long (which saps the energy of the audience). In addition to all of this, the musician can provide little musical "bridges" between scenes. 

If your musician uses a synthesizer, they can provide sound effects as well. If not, you can have a sound technician with a selection of short, leaderless (possibly continuous-loop) sound effects tapes. Some troupes have a "Foley artist" with a collection of sound effects devices (doorbells, gongs, buzzers, gravel with shoes, etc) who works the way old-style radio sound effects people did. 

The Host

A good host is critical. The host welcomes the audience, explains what it is they're going to see, and generally breaks down the fourth wall and makes the audience feel at ease with the idea of giving suggestions. 

The host also keeps track of the time, decides when the intermission should take place, and wraps the show up at the end (thanking the cast and crew, and usually introducing them by name). 

In some troupes, the host also sets up all the scenes, while in others, the performers take turns. 

Costumes

Costumes should be very minimal, and easy to put on and take off. Hats are great, as are glasses and perhaps jackets and shawls. Anything else takes so long to put on that by the time you're ready to enter the scene, the moment has passed. 

Troupes that use costumes will often build up a collection of assorted items, usually kept on a coat rack or offstage table. 

Promotion

It's really important to let people know you're there. Start off by inviting friends, relatives, and anyone you've ever known. Send press releases to local radio stations and newspapers, and put up a few posters. Get the word out! 

It's Showtime!

One last, important piece of advice: always remember you're there to have fun!

Glossary of Improv Terms
Taken from

http://www.improvcomedy.org/index.html

The following is a list of terms used in teaching and discussing improvisational theatre. 

Accepting 

Embracing the offers made by other performers in order to advance the scene. 

Advancing 

The process of moving the scene forwards. 

Ask-for 

The question asked of the audience in order to start a scene. 

Beat 

A unit of action in a scene. A scene is made up of a series of beats. 

Blocking 

Rejecting information or ideas offered by another player. One of the most common problems experienced by new improvisers. In conventional theatre, the term is used to mean something different (pre-planned stage movement). 

Breaking the routine 

Interrupting an action with another action in order to advance the scene. 

Canceling 

Making previous action irrelevant. Once an action has been cancelled, it's as if it hadn't happened at all. Usually a bad idea. 

Charm 

The quality that makes an audience enjoy watching a performer. 

Commenting 

Stepping out of the reality of the scene by saying or doing something that refers to the fact that it's a scene being played. Also refers to "playing" an emotion rather than feeling it. Should be avoided, though used sparingly it can sometimes be effective. 

Complementary offer 

An offer that meshes well with what's already gone before (and usually enhances it in some way). 

Conflict 

Many (but not all!) scenes are about a conflict of some sort. If there's no conflict, the scene may still be truthful but somewhat dull. 

Context 

The broader setting for the scene (political, social, etc). 

Corpse 

To break up laughing while playing a scene. Usually not a good thing to do. 

Denial 

See "blocking". 

Driving 

Taking over a scene and not letting other performers influence its direction. Makes you an unpopular improviser. 

Endowing 

Assigning attributes to another performer's character. 

Explore and heighten 

To take an idea and see where it leads, exploring its natural consequences while simultaneously raising the stakes. 

Extending 

Taking an idea and letting it become the central theme of the scene. 

Focus 

The audience's attention should only be in one place at any given time; that place (or person) is the "focus" of the scene. If more than one thing is going on simultaneously, the focus is split. Experienced improvisers will smoothly share focus, less experienced improvisers often steal or reject focus. 

Gagging 

Trying to make a joke or do something funny that doesn't flow naturally from the scene. Always a bad idea. 

Gibberish 

A nonsense language. 

Gossip 

Talking about things instead of doing them. Also, talking about things that are offstage or in the past or future. 

Handle 

The premise for a scene or game. 

Hedging 

Making small talk instead of engaging in action. 

Information overload 

Introducing too much information into the scene, making it difficult or impossible to ever find a satisfying ending that resolves everything. 

Instant trouble 

Making an offer that introduces a problem or conflict but that doesn't relate to the narrative of the scene prior to that point (see "Offer from space"). 

Interactive Theatre 

Any form of theatre in which the audience is not a passive performer. Encompasses a range of different styles, ranging from "spot" improv to loosely scripted stories such as murder mysteries or faux events (e.g. Tony and Tina's Wedding). 

Masking 

Standing in a place where you can't be seen properly or in such a way that you're hiding someone else or some important action. Should be avoided. 

Mugging 

Making silly faces instead of reacting truthfully. Generally frowned upon. 

Naming 

Identifying characters, objects, places and so forth in the scene. 

Narrative 

The story told by a scene. Scenes should have a clear beginning, middle and end. 

Objective 

The thing that a character in a scene is trying to achieve. 

Offer 
Any dialog or action that advances the scene. Offers should be accepted. 

Offer from space 

Dialog or action that is bizarre and that appears to come from nowhere. 

Physicalization 

Turning intent into action and movement. 

Point of Concentration 

What the scene is about. 

Post-show 

Discussion of the show by the performers and crew after the performance, in order to identify problem areas that may have arisen as well as things that worked particularly well. 

Plateau 

A period during which a scene is not advancing. Usually a bad thing. 

Platform 

The who, what, and where of a scene. The success of a scene often depends on having a solid platform. 

Playlist 

The list of handles and/or ask-fors to be used in a show. Also called a "running order". 

Pimping 

Playfully getting another performer to do something difficult or unpleasant, which you probably wouldn't do yourself. Used sparingly, can be quite entertaining. Best strategy is to choose things the other performer does well. 

Raising the stakes 

Making the events of the scene have greater consequences for the characters. One technique for advancing. 

Reincorporation 

Bringing back an idea from earlier in the scene, or from a previous scene in the show, or even from a previous performance. Stand-up comedians refer to this as a "callback". Always fun, but not something to over-do. 

Running order 

See "Playlist". 

Setup 

Explaining the handle of the scene to the audience before the scene starts. Also involves doing an ask-for. The performer who does the setup usually shouldn't start off on stage in the scene. 

Shelving 

Acknowledging an offer but not doing anything with it, with the intent of using it later. Of course, later never comes. 

Space object 

An object that's used in the scene but which doesn't really exist. A mimed object. In general, anything that doesn't support weight (like a chair) should be a space object. 

Status 

A character's sense of self-worth. Many scenes are built around status transfers, in which one character's status drops while another's rises. Physical environments and objects also have status. 

Stepping out 

Breaking the reality of the scene. See "Commenting". 

Synthesis 

Combining two dissimilar ideas into one, such as hearing two suggestions from the audience and combining them into a single idea that gets used in the scene. Can be fun. 

Talking heads 

A scene that involves a lot of standing (or worse yet, sitting) around talking rather than engaging in physical action. 

Transformation 

Turning something into something else (one character into another, one object into another, one environment into another). 

Tummeling 

Bantering with the audience during setups. 

Uber-mime 

Overly elaborate mime that's so detailed as to be hard to follow. 

Waffling 

Failing to make decisions. Talking about what you're going to do instead of doing it. 

Walk-on (or Walk-through) 

The act of entering a scene, making a strong offer that advances the scene, and then exiting. Use sparingly. 

Wanking 

Doing something cute and silly that makes the audience laugh but doesn't do anything to advance the scene. Very annoying for the other improvisers. 

Wimping 

Accepting an offer but failing to act on it. 

Improv Rules to Live By!
The Unbreakable Rules
1. Never deny information! Think “Yes, and …”, accept and build.

2. Agreement is the only rule that cannot be broken.

3. There are no bad ideas.

4. There are no mistakes. Everything is justified.

5. Treat others as if they are poets, artists, and geniuses, and they will be.

6. The best way to look good is to make your fellow players look good.

7. Stay in the moment!
The Really Good Rules
8. Be honest. There’s nothing funnier from the truth.

9. Don’t go for jokes. Don’t force a punch line on the scene; let humor come from the situation.

10. Make assumptions—don’t ask questions.

11. Look for the game within your scene and play it.

12. Listen and remember. Refer to and reuse information in later scenes…The audience will 

think they are smart! (
13. Avoid preconceived ideas.

14. Specific is funnier than general.
Darned Good Ideas to Follow
15. Take the scene seriously.
16. Respect choices made by others.

17. Nothing is ignored. Follow the unexpected.

18. Avoid exposition—start scenes in the middle. Already have a  relationship when the scene
      begins.

19. Take the active and/or unusual choice.

20. Commit to the physical.

21. Let the environment affect you Be specific with mimed objects and remember any that others 
      use.
22. Explore, understand, and use the sense of humor unique to you.

23. Rudeness, crudeness, profanity, vulgarity, sexual and elimination functions, private body 
      parts, prejudice, various –isms (sexism, racism, classism, etc.) should be used only if they 
      arise from the scene. Using them for a sure laugh cheapens your work.

24. Except for special situations, generally avoid arguing, Jerry Springer-like confrontations, 
      telling jokes, being stoned, stupid, crazy, drunk, or regressing to a child. Again, this is too 
      easy and cheap.

25. Take the high road, and stay out of the sewer. (No vulgarity, profanity, nudity, etc.).

Activities and Games
Description of Game Types

This is a break down based loosely on where a particular form works best. Sort of. A lot of forms work well in multiple circumstances so by all means ignore this classification if you like. 

Warm Ups
Good for getting ready for a show or workshop or class; generally useful for loosening up 
the body and brain.
Exercise
Used to teach or demonstrate a particular point. Good for classes and workshops. 

Handles

Handles are the bread and butter of improvisation troupes. These are the games that 
require audience participation and have “built in” comedy.

Game
Something that works well as an actual scene in front of an actual audience. 

Long Form
A style that is perhaps best used in a non-competitive show. These are designed to
 actually take some time to develop and present and so require some time in a 
performance to be fully realized.

Ask Fors

Ask Fors are sample question (or set-ups) to ask the audience to encourage interaction, 
participation, and attention from the audience.

Warm Ups
Taken from

http://www.staircase.org/structures/warmups.html
[Note:  These are in alphabetical order.  References may be made to other games which can be looked up alphabetically for explanation.]
1.  Alien, Tiger, Cow

Synonyms:
Rock, paper, scissors 
Introduction:
This is an exercise used to break the ice, and get everyone in synch. Everyone into a circle. Description:
There are three things that the players can be. The first is an alien. The alien is signified by making antennae with your fingers and leaning into the circle making the noise "zeep zeep zeep". The second thing you can be is a tiger. The tiger is signified by leaning into the circle exposing your ferocious claws and roaring. The last is the cow. The cow's udder is exposed by putting your hand on your stomach and mooing loudly. Someone in the circle briskly counts to three. On three everyone commits to one of the three character types:  alien, tiger, or cow. Keep repeating the cycle of 1-2-3 until everyone does the same creature. Generally dissolves into complete chaos before there is any synchronicity. 
Gimmicks:
Increase the number of options i.e., cow, android, fridge, Chevy 
Variations:
Majority Rules-- the odd people out are out (i.e., if there are six tigers, four cows and two aliens the two players that chose aliens are out of the circle). 
2.  Bippity Bippity Bop 

Synonyms: 
Elephant, Bunny Bunny 
Introduction: 
Everyone into a circle with one person in the center. This warm-up breaks the ice, gets people listening, and gets the blood flowing. 
Description: 
The person in the center of the circle starts to spin madly. They rapidly count up to ten while spinning around. Once they arrive at the number ten they point to one of the people in the circle. The person pointed at sticks their arm in front of their face and dangles it like an elephant trunk. The people on either side of the "trunk person" must make the ears of the elephant. So the person on the left side uses their left arm to touch their head, and the person on the right uses their right arm to form the right ear. Yes, it does look really silly. Meanwhile the dizzy person in the center yells "Bippity Bippity Bop". The elephant must be formed before the center person gets to "Bop". If the elephant does not have ears and a trunk by the time "Bop" is called then someone has to replace the person in the center of the circle. Whichever person is responsible for the part that was not formed by the time "Bop" was yelled has to go into the center (i.e., if the elephant has a trunk and a right ear, but no left ear then the person to the left of the trunk goes into the circle). Ties are decided by someone from the circle. This is continued until someone vomits. Gimmicks: 
Make more complicated animals that involve several people and are not symmetrical.

Variations: 
Count silently, form a bunny instead of an elephant.
3.  Blind Freeze/Double Blind Positions 
Just like Freeze Tag with off stage improvisers keeping their backs to the action, an "outsider" shouts freeze;" the next person in line jumps on stage, then, the same as above. 

4.  Blind Stalker 

Synonyms:
Screamers, haunted house, vampire game 
Introduction:
This warm-up builds trust amongst work shoppers and helps break the ice. We need four people on each wall, and everyone else milling about in the center of the room. 
Description:
The people on the outside are spotters. Ideally there will be more than four spotters. Remember safety first. The people that are milling about in the center of the room close their eyes and are asked to keep their hands at their sides. They continue to move about slowly bumping into each other with their eyes closed and being safely redirected towards the center of the room by the spotters.   This activity continues for a while once the milling group manages to remain quiet. Then one of the people with their eyes closed is selected as a vampire. The vampire will blindly mill about the room. When the vampire encounters another player, the vampire will grab the other player by the wrist. The players are informed that, if they are grabbed by the wrist, they yell out a scream, open their eyes, and move to being a spotter. This continues until there are no players left in the center. 
Gimmicks:
The spotters can make spooky noises as the vampire gets close, don't pick a vampire and let them wander for hours 
Variations:
No vampire--some groups are so intense that just closing their eyes is enough of a trust builder, let alone being touched by someone; Healer--the players touched by a vampire become vampires, if two vampires touch they heal themselves to being non-vampires 

5.  Clap Focus

Synonyms:
Snap Focus 
Introduction:
This warm up is to get people listening, responding fast, and reacting without thinking. Everyone gets into a large circle. 
Description:
One person in the circle picks a random person in the circle and claps at them, sometimes taking a half step into the circle while doing so. The person that was singled out with the last clap immediately picks another random person out, by clapping at them. In turn the clapping flies back and forth across the circle. Ideally, there will be a constant clapping noise. Eventually the players will be so attentive and so quick to respond it sounds like one person clapping rapidly. This warm-up usually ends when people's hand are denuded of flesh. 
Gimmicks:
Distractions--those that are not clapping are snapping their fingers 
Variations:
Listening can be made harder as the players by allowing the players to only point to the next person in turn. Eventually just eye contact is used as an acknowledged look flies around the room. Lastly, the players stand silent, immobile, and with their eyes closed as they telepathically communicate amongst themselves. Once this warm-up is mastered more it can be combined with Word At A Time Story. 
6.  Continuation Circle 
Play a scene in the center of a circle. Improvisers tag in, while maintaining the same initial characters and story throughout the scene. 

7.  Cross Circle 

Synonyms:
Name Game, Shriner's Warm-up 
Introduction:
This warm up will help us all get moving, listening, and learning a few names. Let's form a large circle. 
Description:
This exercise is complicated to learn. It is started by one person (called person Eh) who randomly picks another person out of the circle (called person Bee) and gets their attention by stating their name "hey Bee". Once person Bee acknowledges that their name has been called, person Eh starts to walk towards them. You think that this is silly and that person Eh is going to crash into person Bee who is standing in the circle. Well, person Bee calls out to another person in the circle (let's say person See). And when See acknowledges Bee then Bee can start walking. So Eh and Bee are moving across the circle (hence the name) at the same time. See does the same to Dee. By now Eh should be stationed in what used be B's spot. Eh will wait patiently, listening, but not moving until Eh is called on by someone else in the circle. Complicated, yes, Impossible, No. Walk through it slowly at first and it will start to make sense. 
Gimmicks:
People cannot move until they say the name of the person that they have chosen. This forces people to learn names fast. If the group is big enough you can have more than one cycle going at once. More than one person can be moving at the same time. Therefore two separate cycles are crossing the circle. 
Variations:
It can be done with just pointing and no names. Even more attention would be required to do this warm-up with just eye contact. Once this warm-up is mastered more it can be combined with Word At A Time Story. Combining the story with two continuous cycles that creates two simultaneous stories. There are few people that I have met that can keep track of both stories at once. 

8.  Digits 

Synonyms:
Shared counting, countdown, synergy 
Introduction:
This exercise is designed to get us all in synch. Get into a tight circle. 
Description:
Everyone in the circle looks down at the ground and closes their eyes. Someone will count off the number one. Then someone else will count off the number two. No one knows who will speak the next number. If two people speak out at the same time then the group must start again at one. It is common to try and count to twenty. Usually there is such rejoicing when twenty is counted to the warm-up is over. 
Gimmicks:
One person counts really fast and doesn't give anyone else a chance to speak. 
Variations:
Go through the letters of the alphabet, count downwards. Do a Word At A Time story with the same rules. 
9.  Falling 
Synonyms:
Group gravity, trust game 
Introduction:
This is a trust game that requires careful listening skills and quick reactions. It is potentially dangerous so everyone must pay close attention. Let's start milling about the room. 
Description:
Once everyone is milling quietly one of the players chooses to fall. The player will announce their plan to fall, by calling out "falling" clearly. Once they do that, and it is obvious that they are going to fall, they close their eyes and start falling towards the center of the room. It is safest if they make themselves rigid and fall backwards towards the center of the room. I cannot stress enough how important it is to fall inwards. Everyone else in the warm-up rushes to the person's aid and lowers them slowly to the ground. Everyone must help the person be lowered to the ground. Even if one is across the room, and the falling player can be safely lowered by those that already there, one still must rush over and help. Once the player is lowered safely to the ground the player gets back up and the whole thing starts again. Enormous people should refrain from falling in this exercise, people with bad backs should only help with a light touch. Everyone should be able to participate in one fashion or another. Remember, safety first! 
Gimmicks:
Watch how the frequency of falling increases with the familiarity of the group amongst themselves. 
Variations:
There are more risky versions for those who get jaded with the one above. The next increase in risk removes the calling out "falling" as a warning. One player makes eye contact and touches another player, and that is their indication that they are going to fall. That player immediately spots the falling player, and when the others notice, they come to help. The last level is where the player spontaneously starts to fall and trusts that others will defy gravity for the player. In all of these variations, the falling player falls towards the center of the room, falls backwards, and remains rigid like a board. 
 
10.  Flock Dance 

Synonyms:
Aerobics 
Introduction:
This is a physical warm-up and icebreaker. One person in front, with two people behind this person, and three behind the two people, forming a pyramid. 
Description:
This is best done with music, but you can improvise around that. The first person starts to move or dance. The two immediately behind mimic the movements. Each row follows the row ahead. It is fun to watch the movements decay as the line gets further back. The leader alternates as the music changes, or as others come forward from the back ranks. 
Gimmicks:
The lead person turns around so the flock must turn around, but can no longer see what is happening. Doing the splits ends it quite effectively as well. 
11.  Free Association
Introduction:
This warm-up will help us get into the moment for improvisation and help us feel easier about being silly. 
Description:
The group can be structured in circles, and one person starts off by saying any word. The person to the left lets fly with the absolute first thing that comes to mind when they heard the previous word. There should be no pause to find "something funny" or to edit their thoughts. This is not a psychoanalysis exercise, but one to get people pulling down those barriers to creative thoughts. Associations like "boss-napalm" are quite common and not too much to worry about. Gimmicks:
Try it in gibberish. 
Variations:
Firing line is where one person is required to do all the word associations. Six people line up and fire off words that they have preplanned and the player on the firing line responds immediately with a free word association. 
12.  Gibberish Dictionary 

Improvisers stand in a circle. An improviser turns to the person next to them and says a gibberish word. The receiving improviser repeats the word and then offers a definition in English. They, in turn, turn to the person next to them and say a gibberish word, etc. around the circle.
13.  Give And Take 

Step 1: Improvisers spread out through a playing space. One improviser begins to move about the room, in any fashion they wish. This improviser then gives the momentum to another improviser who takes it immediately and begins to move about the room. When the second person begins to move, the first person freezes. Remember to "give" focus. 

Step 2: Same as above, but in addition, the momentum may be "taken" by anyone who decides to move. If a improviser begins to move, the present "mover" freezes. If two people begin to move at the same time, they should mirror each other, or one of them has to give focus. It is very important to be aware of the people around you and if someone is in a difficult position, give them the focus. 
14.  Group Stop

Synonyms:
Statues, f-stop 
Introduction:
This is a listening warm-up. Everyone start milling about the room. 
Description:
Everyone quietly mills about the room. One person will elect to freeze in position unexpectedly. As soon as one notices that someone else has frozen in position, they freeze as well. So the effect of one person freezing causes everyone to freeze. Once everyone is frozen, the group starts milling around again. The goal is to see how quickly the group can freeze in position. 
Variations:
The warm-up can be made more interesting by having the players make noises as they move around. Increasingly noisy characters make it harder and harder to notice the group stop and therefore makes it more challenging. 
15.  Hands

Synonyms:
Squeezer

Introduction: 

This warm up is to get us all working together and listening with our bodies as well as our ears.  Everyone into a circle and join hands.

Description:
One person squeezes the hand that they are holding. The person that received the squeeze squeezes the hand of the other person that they are connected to. This should generate a squeeze pulse that races around the circle. A second squeeze can start circling in the opposite or same direction. There should be no clue that they are receiving the hand squeeze, and therefore no one can really predict when it will come to them. The exact same warm-up can be done with the players contacting palms and giving a push instead of a squeeze. This is more obvious when the pulse moves around the circle. Sometimes the palm-pushing wave can generate considerable force. 
Variations:
Squeezes can be started in different directions. The rate that the squeeze travels can also be adjusted. The player cannot squeeze the next person until the squeeze on their hand is over. So a long squeeze will take longer to travel around the circle. This would allow different pulses to travel overtop of each other and in different directions. 
16.  Hello
Synonyms:
Greetings, lost friend

Introduction:

This warm up will help break the ice and get the blood moving.  Everyone start to mill about the room.

Description:
The players mill about the room. At some point the workshop leader asks them all to greet each other by shaking hands. Greet one person and move on, greet another and so on. This continues for a while. Then endow each of the greetings with an element. For example, "greet each other like you are long lost friends". You can continue to endow the greetings with elements like: ex-lovers, someone you have a crush on, someone you are afraid of, someone you love, a smelly person, etc. The greetings can be embellished with emotions like: greet everyone angrily, greet everyone happily, greet everyone like you have a secret, greet everyone like you are a Scottish Chieftain, etc. Have fun with it, and keep the greetings short and superficial. 
Variations:
Combine it with Cross Circle, form two lines, and have the greeters meet on stage together. 
17.  Jeepers Peepers
Synonyms:
Scary Screamie

Introduction:
This warm up is designed to try and get us all in synch.  Let’s get into a tight circle.

Description:
Everyone looks down at the ground, not making eye contact with anyone else. The group all counts to three, and on a count of three everyone looks up at once. Each player in the circle is responsible for making a strong choice, and they must either look to their left, their right, or directly across the circle. If players make eye contact, both scream and step out of the circle. This activity is continued until all are out of the circle. 
Credits:  Seattle Theatresports 

18.  Leading 

Synonyms:  

Foot soldiers, walkies 
Introduction:
This warm up will get us feeling silly and get the blood moving. Everyone start milling around. Description:
All the players are milling around and someone suggests a body part to lead with. Everyone move around as if your left foot was leading your body everywhere. Continue on with various body parts like: knee, bum, and right ear. End the exercise when players start calling out internal organs. 
Gimmicks:
Lead with your spleen, or your Id. 
Variations:
Have the players greet each other while interacting. Have people choose their own body part to lead with. 

19.  Massage 
Introduction:
Everyone get into a circle. Now put your hands on the shoulder of the person in front of you. Description:
Simply a shoulder massage exercise. You have to judge the group if anything more involved is appropriate. Encourage the massages to let the massagers know how they are doing. Turn the line around after a few minutes. 
Variations:
Break off in pairs. 
20.  Malapropism 

Synonyms:
Word game, object association, word association 
Introduction:
This warm up will help us get out of heads and into the moment for improvisation. Start milling about the room. 
Description:
As the players are milling about, they are to point at objects in the room and call out what the object is not. If they point at a light, they may call out "fish", or "wallet". The goal is to call out loud and clear like that is what the object is. Watch for people saying the same thing over and over again. It works better if people free-associate with each new object that they point at. The exercise continues until boredom sets in. 
Variations:
If people are stuck on the exercise, start out identifying objects in gibberish. The objects can be named in various accents, or emotions. 
21.  One Word Story

Improvisers stand in a circle. They begin to tell a story one word at a time around the circle. 

Variation: Play this as Story Ball (see Word Ball), where improvisers "toss" the words to each other. 

22.  Pass Catch 

Synonyms:
Sounds circle 
Introduction:
This warm up will get the blood flowing, improve our reactions, and get us feeling comfortable about being silly. 
Description:
Once everyone is in the circle make sure that they have enough space to move freely without accidentally clouting each other in the head. Players in the circle throw themselves into a bizarre stance and make a corresponding noise along with it. This gesture is made to the player to their right in the circle. That player immediately reflects back the gesture and noise, imitating the other player as best they can. Once they have done that, they immediately turn around and create a new gesture and noise to the player to their right. The process is repeated and goes around the circle for a few minutes. It is important that the players not stop to think in between the poses. The player should receive, reflect, turn and create a new pose without pause. 
Variations:
The player to the right can dispense with reflecting the gesture and quickly turn around and give the gesture to the player to their right. This will result in a continuous noise and shape flying around the circle at high speed. Eventually the gesture is altered. The result can be stunning. The gesture can also be thrown across the circle. This keeps players from being prepared and gets people more in the moment. 
23.  Poison Arm Samurai
The outer edge of your forearms, from elbow to pinky, is a poison sword, which can be used to kill and defend. Improvisers stand in a circle and move their arms up and down in slow motion. Once an even rate is established, the "GO!" is given. The improvisers go at each other trying to hit each other anywhere on the body with their poison sword. The only defense being that person’s own sword. If hit anywhere other than the outer edge of the forearm, that person dies in slow motion. A dying samurai may continue to kill until their rump touches the ground. The point of this game is to be aware and in control of your body. Focus on keeping your body moving at the same rate. You want to follow through on your actions, you're not moving slowly, and you’re moving in slow motion. If you swing and miss, follow through with your arm movement, even if it means being killed. Once you've mastered this, try playing in teams of two, remembering that you can accidentally kill your partner.

24.  Popcorn 

Synonyms:
Jumpers 
Introduction:
Everyone into a circle for a silly warm up to get the blood flowing. 
Description:
Players randomly and unexpectedly jump up in to the air. At some time in the air, they clap their hands. Since other players are also jumping and clapping at the same time the name popcorn seems appropriate. If two players clap their hands at the same time they are out of the circle for a few seconds only to join in later. The exercise is continued until hands become sore or someone sprains an ankle. 
Variations:
Players that are out of the circle stay out but continue to jump and clap their hands, but do not worry about simultaneous claps. Eventually there is an outer and inner circle, and eventually there are only a few people in the inner circle with many people in the outer circle. The warm-up ends when there is only one circle, or the elimination process can start again. 
25.  Redirection 

Synonyms:
Walkies 
Introduction:
This warm up helps to build trust in the group members. Everyone get into a large circle. Description:
Someone is chosen to get into the middle of the circle. They simply close their eyes and start to walk in any direction. The spotters on the outside of the circle redirect the walker as they come to the edge of the circle. The spotters in the circle need to remain silent so as not to alert the walker when they are about to be turned. The blind folded walker is supposed to pick up speed, and trust that the players will not let them crash into something. Continue until all have gone into the center. 
Gimmicks:
If outdoors, you can let someone cover a great distance by moving the circle around them. 
26.  Simulclap 
Introduction:
Get into a circle for a listening and focus warm-up. 
Description:
One player starts off by clapping their hands (a singular clap), while facing another player. The goal is for both the players to clap their hands simultaneously. The player that received the applause then turns and claps simultaneously with the next player in the circle. This produces a cycle of simultaneous claps racing around the circle. It takes some time for a group to get this going. Once the simultaneous clapping is moving nicely the player that is receiving the applause may opt to give it back to the person that clapped at them. This will reverse the direction of the clapping. What the player does to reverse the direction of the clapping is to not turn to the next person in the circle, but stand their ground and clap directly back at the player that handed them the applause. There is an overwhelming urge to try and screw up the other players in the circle. This is to be discouraged as more can be learned from trying to make the circle flow quickly rather than fail frequently. 
Variations:
Once a group gets really good at the simulclap, clap focus can be added to the warm up letting people point at someone directly across the circle from them. The circle can also tell a word at a time story each time that they receive the applause. 
27.  Slow Motion Samurai 

Synonyms:
Poison arms 
Introduction:
This warm up will get us feeling silly, get the blood flowing, and help get us working together. Start milling about the room. 
Description:
Once everyone is milling about comfortably they are told to start moving in slow motion. Once a stable rate of speed is determined, the players all become Samurai with poisonous blades built into their forearms. The object is to kill all the other Samurai in the room. If anyone is touched by the forearm of another player, they must die a poisoned death in slow motion. It is important that players keep their speed continuous. The point is not to win the warm up, but to have fun. If players are moving too fast and massacring everyone else, simply tell them to slow down. It helps people work together. The warm up usually ends when there is a large pile of bodies on the floor. 
Variations:
Players are allowed to block attacking Samurai poison forearms with their own forearm. The workshop can be divided into two groups, having a little feudal war. 
28.  Song circle 
Introduction:
This warm up is good for the lungs and gets us taking personal risks. Everyone gather in a circle. 
Description:
A very general theme is chosen, like transportation or love. Once the theme is chosen, a player jumps into the center of the circle and start to sing any song related to the theme. Once the player gets stuck on the song, another player must show support and jump into the circle to help with a new song. The previous person in the center steps out. This continues until songs start to get repeated, or things collapse utterly. The point of the warm up is not to embarrass people in the center, but to support the player in the center. This is done by quickly jumping into the circle once they start to have any trouble at all. 

29.  Step Word Story 

A combination of One Word Story and Step Word. Improvisers tell a story around a circle, the first time around the circle, each improviser is allowed one word. The second time around, they are allowed two words, then three, etc. through five. Then descend from five to one word circles. When the circle finishes the cycle, the story should end. Again that pattern is 1-2-3-4-5-4-3-2-1-end. 

30.  Stretching 
Introduction:
Let's all get limbered up by doing some simple stretching exercises. 
Description:
This seems to work best if everyone in the group submits a stretch and is responsible for stretching one body part. 
Gimmicks:
Nose stretches and hair stretches. 
Variations:
This can be lead by one person. 
31.  Whatcha Doin’? 
Introduction:
This warm up breaks one of the major improvisational rules, however it allows us to start getting in the moment. Everyone into a circle. 
Description:
Once the circle is formed one player goes into the circle and starts to mime a simple activity. Once the activity has been established, one of the players from the circle jumps in and asks "what are you doing?" The player doing the mime responds with some activity other than the one they are doing. If they are mowing the lawn they might say “filleting a soul.” The player that asked the question starts the activity that was answered (i.e., filleting a soul) and waits to be asked what they are doing. This continues until all have tried the exercise. 
Variations:
Get players to ask “what are you doing?” in different accents or moods.  
32.  Word At A Time Song 

Go around the circle singing one word at a time. It's important to keep the rhythm going. Try to find a good line as a recurring chorus to help keep the song centered.

33.  Word Ball

Improvisers stand in a circle. One improviser "tosses" any word they want to anybody else in the circle, that person in turn "tosses" another, free associated word to another person in the circle. This warm up should be played at a fast pace, and the improvisers should not think ahead, simply free associate on the word they're tossed. 

Variation: Can also be gibberish. This keeps improvisers from thinking too much.

34.  Yes Lets 
Introduction:
This warm up focuses on accepting offers and getting silly. Start milling about the room. Description:
Someone will loudly suggest an activity for all the group to mime. Everyone simultaneously yells “yes lets” and starts the do the activity. Once the activity has been mimed for a while, another one is yelled out and the group responds with “yes lets” and starts the activity. For example, if someone calls out “let's all dig holes,” the group responds with "yes let's all dig holes", and every manner of hole digging mime will begin (complete with sound effects). Then someone will suggest a new activity and the cycle continues. 
Gimmicks:
Someone yells out “let's finish this exercise”, or “let's all sit down”
35.  Zip, Zap, Zoop 
Introduction:
This warm up gets our brains acting without thinking. Everyone into a circle. 
Description:
This is another motion around the circle warm up. One of the players points to another player to one side of them and says “zip”. That player turns to the next player in the circle, points to them and says “zip”. Thus the “zip” zips around the circle in one direction. At any time a receiving player can say “zap” to the person pointing at them. When they do, the player that said “zip” and was pointing at them must change direction of the pointing. This means that they must quickly turn around, point and say “zip” to the person that just pointed at them. Now the “zip” can zip around the circle, but changing direction every time there is a “zap”. Lastly the person that receives the “zip” may elect to yell “zoop” and point at someone anywhere in the circle. That player then restarts the “zip” going in the direction of their choice. The group must really pay attention for this to work.

Exercises
Taken from

http://www.staircase.org/structures/exercises.html
[Note:  These are in alphabetical order.  References may be made to other games which can be looked up alphabetically for explanation.]
1.  1-2-3-4 

Synonyms:
One sentence, ABC, where-who-what 
Introduction:
This exercise covers the basic framework of an open scene. It is very structured and requires three people. 
Description:
This exercise is very structured. Each player in it has a specific role, and each sentence spoken has a specific role. It is crucial to emphasize that each step represents only one sentence. It is recommended to talk the players through this the first few times. 

ZERO - environment
The first player comes on stage and creates an environment based on the set up of the scene. The environment is created in silence through mime. Once they have clearly defined their environment, the second player comes on stage. For the sake of this explanation a kitchen is created.
ONE - relationship
The second player comes on stage and accepts the environment that the first player defined through their mime. The second player contributes only one sentence to the scene and NO more. That sentence simply defines a relationship between the two players. For example, a simple sentence like “hi mom” would suffice.
TWO - conflict
The first player in the scene then speaks only one sentence. This sentence creates a conflict based on the ask-for, environment, or relationship. For instance “you are late for dinner” is a simple choice.
THREE - raising the stakes
Player two now has a chance to speak their second sentence. This sentence accepts all of the previous elements of the story and makes the conflict worse. “I hate your cooking mom” would be a sentence that advances the story by making the conflict worse.
FOUR - resolution
The two players have to keep their mouths shut. Keep in mind that this is an exercise and not a scene. The third player now enters the scene, accepts the environment, and speaks their singular sentence. This sentence will end the scene and resolve the conflict at hand. The resolution must somehow incorporate elements from the scene that went before. For example, "Hi, honey, lets go eat at McSwiney's tonight."

That is the end of the exercise and another three players get set up to do another one. They usually take about one to two minutes each. 
Variations:
If players cannot keep to one sentence, try doing the steps in gibberish or have someone offstage speak the player's sentence. 
2.  Advance and Expand 
Introduction:
This exercise focuses on raising the stakes and exploration of the environment. Please set up a scene. 
Description:
The players start into their scene as they would any other. When the 'advance' is called out, the players focus solely on the story, and advance the story. When 'expand' is called out, the players solely explore their environment. During an 'advance' the players would add nothing to the environment, but would introduce constructive new bits of information about who, why and where. They could raise the stakes, introduce a new character, but every offer must make the story move forward. These advances can be done at the exclusion of the environment and even the reality. The goal of the exercise is to make the players keenly aware of when they are advancing a story. During an 'expand' the story is completely ignored, characters are not developed, and the players engross themselves in their mimed environments. The sink that their character is standing at becomes the focus. The taps are explored, the shape is explored, its taste, etc. Again the story will be derailed by the 'expand' but the environment will become much more real. 
Variations:
Have one player expand while another advances. 
3.  Airplane

A rectangular area is marked off with chairs or tape, etc. Two improvisers stand at opposite ends of the area, one is blindfolded. An obstacle course of improvisers, chairs, and props is assembled in the area. The sighted improviser guides the other through the course without touching any of the obstacles. Three touches and the game is over. It is good to put a time limit on this exercise. 

4.  Alien Honeymoon

A hotel keeper shows a couple into a room and leaves. They grab long knifes (imaginary) and cut their bodies open. Another creature emerges, moving around the space gleefully. The hotel keeper knocks, the creatures freak, and climb back into their old bodies (in a hurry, put them on wrong, put on each others bodies, etc). Hotel keeper enters, says, "I know what you've been doing," and proceeds to cut himself in the same manner. 

5.  Ask-Fors 

Synonyms:
Set-ups, getting offers 
Introduction:
Each player in the workshop will get up in front of the workshop group and get an ask-for to set up a scene. 
Description:
Each player gets a single ask-for from the audience. They should treat the other workshoppers as if they were an audience. Getting the offer for the scene simply involves asking for some kind of audience input. Our policy is to get a single noun, relationship, verb, adverb, or adjective. Thank the audience for the suggestion and then state this scene will somehow involve 'the offer'. 
Variations:
The style of the set-ups will vary from troupe to troupe. It is good to practice getting ask-fors in the style of your troupe.

6.  Black Box

Person 1 is sitting on a chair, in a location to be determined. They hold a small, black box on their lap. This box controls parts of the body - push one button, the leg bounces, push another and the shoulder twitches, etc. Person 2 enters, notices the box, and asks to use it. Person 1 says, "OK, but be sure you don't press the RED button." Person 2 plays with it, controlling person 1. Starting slowly, person 2 gets more and more sadistic. Don't decide beforehand what the red button does. It might be a Song Button, or an Emotional Release Button, or a Falling in Love Button, etc.

7.  Blind Hunt/Scorpion

Improvisers form a large circle.  Six improvisers sit in the middle of the circle with their eyes closed. One is tapped to be the "murderer", a person who kills the others by squeezing their arms. "Go" is given, and the six improvisers roam around the circle keeping their eyes closed. When a victim is killed, they let out a scream and open their eyes, joining the outer circle. The people in the outer circle should act as "spotters" for the six improvisers, making sure they remain safe. 

8.  Blind Offers

Improviser A makes a physical gesture, Improviser B looks at the gesture for a three count, then justifies the gesture if they can. If not, Improviser B puts Improviser A back into a neutral position, and Improviser A says "Thank You." Don't force the justifications; let them come. The idea is to build up a visual vocabulary; it's not abstract. You want to train the eye to see, not come up with clever justifications. The more you do this exercise, the easier it will be to justify the positions. It's good to follow this up with the Theatre Sports Cupboard.

9.  Blocking

Improviser A accepts all offers, while Improviser B blocks all offers. Both should want to tell a story, so both should accept a general location. A's offers will gradually move the story forward. Eventually, A can create action from presenting B with a "negative offer", a offer that in order to be blocked forces B to do an action. Example; A: "Too bad you don't have the ability to fly!" or, "Too bad, your gun is out of bullets." Take your time with this exercise, and do it a lot.

10.  Cinema Game
Three players enter one at a time into a theatre. They are not allowed to speak to each other in any way. The object is to gently ease the scene through the absurdity curve until anything is possible/believable. By the end speech or song is often acceptable. 
11.  Conducted Story 

Synonyms:
Directed story, story orchestra, die game 
Introduction:
Let's get four or five players in a line and one person to conduct a story. 
Description:
The goal of the conducted story is to have the players tell a story that moves seamlessly from one player to another. The goal of the conductor is to make the story flow as well as possible. If the conductor moves from one player to another, the new player that is speaking must continue on as though there was no pause. For instance, moves from player Eh who said, "many children were afraid of Carl for he was known to ha…" to player B, who would continue seamlessly "have piles of library books that were overdue." The key is listening. It is a listening exercise. The four players that are not speaking must be listening. They all must have the next word ready to go, and only if they are listening will that word make any sense. The players must also be accepting of what is happening in the story. Forcing their own agendas to show up quickly. Words like, 'but' and 'instead of' reflect someone denies another player's offer. The conductor does not try to foul the players up like in the Die Game, which is the performance version of the conducted story. 
Gimmicks:
Hold on one player for a long time. 
Variations:
Give each of the players a genre that impacts the story when it comes to them. Try the story in gibberish. 

12.  Corridors 

Synonyms:
Question, pimp and wimp 
Introduction:
This exercise will help us in defining characters and generating interpersonal relationships. Form a single file line with two players down stage on either side of the line. 
Description:
The two players down stage wait for the first player from the line to join them. The player from the line approaches the player on their left. In one sentence the player defines a relationship between the two of them. "Carol would you marry me?" would suffice. This clearly defines the relationship between a suitor and the spouse to be. The player then responds with a one-sentence conflict, finds a reason to leave the room, and confers with another character. That character just happens to be down the corridor in the next room. The player might say, "I am happy to marry you, I must first confer with my mother." They promptly leave the room, travel down the corridor and to the player on the right of the line. Gives the news, and then that player  responds in the character that they endowed as. For instance, "finally getting married, you little schlaghunte. Good riddance." The player on the right goes to the back of the line, and the process is repeated with a whole new set of characters and a new situation. All the players should rotate through each of the parts in the exercise. 
Gimmicks:
Each player must remain as the character that they were endowed as for the entire exercise. Credits:
Seattle Theatresports
13.  Death And Retriever
(As in Blind Hunt, with the addition of a retriever). A person who can "revive" the victims by rubbing them with a scarf, or patting them on the head. When the victims are killed, instead of joining the outer circle, they should remain where they are in hopes of being healed. The retriever may be killed, so the players should feel the dead bodies to see if one has the scarf, whoever finds it becomes the new retriever. The murderer cannot take the scarf.  

14.  Disc

Improvisers stand in a circle around a disc.  One of the improvisers steps onto the disc. They are now the HERO.  They move about the disc, not speaking but playing their status. When they stop, someone else steps onto the disc to become the new HERO. The old HERO is now the CHORUS. When the New HERO stops, the CHORUS rushes to balance the disc opposite the HERO. At some point, the CHORUS decides not to move. When the CHORUS refuses to move, another HERO steps onto the disc, and the former HERO join the CHORUS, moving to balance the New HERO. Remember, the HERO and CHORUS cannot move at the same time, the CHORUS must wait for the HERO to stop. The CHORUS will decide not to move without consultation. They simply will not move. If one member of the CHORUS moves, then all must move. The CHORUS, when even in number, can split into different combinations to balance the stage. For instance, a CHORUS of 6 could split into two groups  of 3, three groups of 2, six individuals, or remain as 6 person CHORUS. If the CHORUS is a odd number, they must stay whole. It is important to remember that the entire CHORUS is equal to one HERO. The game is about status being given, not taken. You can't be the HERO if the CHORUS won't let you, and you can't be in the CHORUS till you've been the HERO. 

15.  Drawing Game #1

Two people sit at a large drawing surface with two different colored pens. They start to draw one stroke at a time beginning with the eyes, to avoid the abstract. Nobody is in charge, just draw; you are sharing the drawing and bypassing your personality. When the drawing is finished, title it one letter at a time. 

16.  Drawing Game #2
Take a blank piece of paper and a pen. Look in the upper left hand corner of the paper and write down the letter you "see" there, then the next, and the next, and so on. Always look for the letter in the blank next to the letter you just wrote. When you’re done, read the page. This allows things to come out you, you don't need to "think" about the letters, just write them down. Think of it as being given the letter, as opposed to creating the letter. 
Variation: Pass the paper between improvisers - creating a letter at a time sentence. 

17.  Elevator 

Synonyms:
Diving bell, confined spaces, closet 
Introduction:
This is a character exercise. 
Description:
The players each get onto an elevator at different floors. Each character uses the step of getting on the elevator as a vehicle for demonstrating their characteristics. Without speaking, the character should be clearly defined by how they move, how they push the call button, and what noises they make. The next character on should make choices that compliment the character that is already on the elevator. These characters all interact as they see fit, keeping in mind the confined space of the elevator and the eventual need to exit. It is important that all the players accept and help define the environment of the elevator. 
Gimmicks:
Have the elevator break down and leave them stuck in it for some time. 

18.  Emotional Symphony 
Introduction:
This exercise will help us explore emotions. Could we get five people in a line. 
Description:
Five of the players are lined up in performance fashion. One person is chosen to conduct the players in the symphony. Each player is endowed with some emotion. It is good to get a range of contrasting emotions for the players to use. Once each player is given an emotion, the conductor points from one player to another. The players do not speak, but express their emotions through physicalization and noise. The intensity of the emotion is increased as the conductor raises their hand while pointing at the player. The conductor moves from player to player conducting an emotional symphony. 
Gimmicks:
Point at two players at once. 
Variations:
This exercise is fun and does have some performance value. A way to make it closer to the audience is to ask for names from the audience and get the players to speak only that name, tainted with the emotion that they were endowed with. 
19.  Environment Build 
Introduction:
This exercise will help us work on accepting, complementing and creating environments. Description:
This is a silent exercise. An environment is called out at the beginning of the exercise. Each player comes on stage and mimes one object in the environment. Each following player also adds an object to the environment, but before they do so they must use each mime object previously created within the context of the environment. So the first player gets it easy, but the fifth player would have to use all four of the previously mimed objects in the environment before adding another. The exercise helps with mime, visual listening and attention to detail. Commitment is an important component of this exercise because players will often be faced with mime objects that do not make any sense to them at all. It is also informative to have the players tell what each of their objects was once the exercise is over. That way everyone can find out what each player really mimed. 
Variations:
Once all players have mimed an object, they start a scene using the environment they created. 

20.  Environment Shift 

Synonyms:
Props 
Introduction:
In this exercise a group of players will create an environment within a few seconds. The players can be objects in the environment, sound effects, or characters typical to that environment. Description:
Once the environment is called out the players will create the environment. It is done without conversing or planning. Players will become trees, rocks, birds, or characters. No scene is started, just the creation of the environment. The 'shift' comes in when all the players are on stage and the environment has been established. Another environment is called out and the players must make a seamless transformation into the other environment. 
Variations:
The players create an environment without getting one called out. Each player comes on stage in one-second intervals and an environment is created. 

21.  Freeze Tag 

Synonyms:
Clap, switch, freeze, tag 
Introduction:
Everybody up in a line. The first two players start some shared physical activity. 
Description:
At any time during the two-person scene that is taking place, someone calls out “freeze”. The two players immediately stop what they are doing and “freeze” into whatever positions that they were in when the “freeze” was called. The next player in the line immediately tags one of the players that is frozen on stage and assumes their exact position. For the exercise freeze, as opposed to the performance handle freeze, the player must assume the exact physical position of the player they chose to tag out. This ensures that the player was paying attention to the physical detail of the scene as opposed to just the words. They must be listening with their eyes. Once they assume the position, they must start a whole new scene that justifies the position that they are in. This scene must be completely different from the preceding one. This means that they must be paying attention to the scene, so as to assure that their new scene is completely different. If the player breaks any of these rules, stop the exercise and give a note. It is also a good idea to put a moratorium on those activities that can be called upon which justify any position: fighting, dancing, adhesive accidents, painting models, store mannequins, etc. 
Gimmicks:
Don't call freeze and let a scene continue. This is good for catching those players that are in for the short gag. 
Variations:
It is good to randomly pick players as opposed to the next person in line. This ensures that everyone is paying attention to the scene at hand. 

22.  Gibberish Exercises
Introduction:
This exercise will help us get out of worrying about what we sound like and explore accents. Everyone up in a circle. 
Description:
Once in the circle, one of the players turns to their left and greets their neighbor in a gibberish tongue. That player responds with a gibberish 'hello' that mimics the other player. That player turns around and greets the next in the circle and so on. Once the gibberish greeting has gone around the whole circle the gibberish gets embellished. For instance, all the gibberish could be sad gibberish, happy gibberish, Italian gibberish, Scottish gibberish, Cantonese gibberish, or computer gibberish. The gibberish can also be used to communicate intent like, 'used car sales' gibberish, and ‘pick up line' gibberish. The goal is get people communicating emotions and concepts without depending on words. If going around the circle gets boring the exercise can be combined with the exercise Cross Circle to get the players moving. 
Gimmicks:
Pheromone and telepathy gibberish 
Variations:
On/off gibberish is an exercise where the players switch from gibberish to their native tongue when called to do so from off stage. Translating gibberish has one person assigned to translating another's gibberish. There is a handle called Poet's Corner that uses this gimmick. 
23.  Healthy And Fit

Have several improvisers play a simple family scene together. Take them out and give them the instructions, “You feel healthy and fit. You have all the space and air you need, and have a great interest in what people have to say." Have the improvisers replay the scene and watch the results. The scene will generally be much more interesting to watch. This exercise is a good mantra to use when you are on stage as well.

24.  Help Desk
Introduction:
Can we get one person up to act as a help desk clerk in a major department store? 
Description:
Once the person at the info desk is in place the players approach the desk and ask for things that one might find in a department store. They are expected to make strong character choices and make inquiries related to their characters. Ensure that each player draws from physicality, voice, and intent to create their character. The help desk person is neutral and helpful to all the players that come along. 
Variations:
Personnel manager hiring a string of different people, mountain guru offering advice to passing wisdom seekers. 
25.  Hunting The Whatsit 

Synonyms:
Character hunt 
Introduction:
This exercise works on character development. One player up on stage. 
Description:
The player that is on stage becomes a hunter. They are kind of an Elmer Fudd type of hunter, because they start to talk out loud about what it is that they are hunting. "It is a lovely day for hunting deer.”  The next player in line hops up on stage as a deer and kills the hunter. The player that was endowed as a deer now becomes the hunter, and the first hunter heads off stage. The hunters can look for anything that they want: winged rhinoceros, happy limping Scotsman, aggressive washing machines, etc. It is up to the player that is called on stage as the prey to sneak up on the hunter and vanquish them in character. 
Credits:
Nathan Kitada 
26.  Justification Line

Players make two lines. The two at the end turn away from each other. One begins doing a physical action. The other, who can't see it, delivers a line of dialogue. The first player must then justify their action within the context of what has just been said. Then both players go to the back of the other line.
27.  King Game
One improviser is the King; one improviser is the servant. The two play a scene - if at any time the King is dissatisfied with the Servant, the King claps their hands and the Servant instantly dies, replaced by a new Servant. You may wish to time the Servants to see how long they last. This game is for learning how to be a good servant. You assume most people will put up with you, but being a servant is a skill that is acquired. If as a servant you make mistakes, but the king enjoys being on stage with you, then you’re learning good servant skills. If you can keep the person onstage involved, then you can keep the audience involved as well.  Kings are annoyed by open-ended offers like, "What shall we do now?" They like specific things to do, "Time for your tea, just the way you like it, Sir" is a more solid offer.  Kings will sometimes kill for no reason at all, but the game is still worthwhile. 
28.  Leaving the Couch 

Synonyms:  

Sofa 
Introduction:
This exercise focuses on nonverbal listening and getting in synch. Let's get four players sitting on the couch. 
Description:
Once the players are sitting on the couch, one of them begins a repetitive activity. In the beginning, this could be a subtle hand tapping combined with a quiet noise. The other players on the couch are supposed to mimic the activity. Other players on the couch contribute actions such that the four are creating a fidgeting chorus line between themselves. Eventually the actions become stronger and stronger, and the four simultaneously get up off the couch. Hence the name leaving the couch. Watch for people leading the exercise. Leaving the couch should represent a shared synergism. 
29.  Machines 
Introduction:
This exercise is designed to help players work together and develop physical cooperation. Description:
A machine that does not exist is called for and the players create the machine by each adding an essential part. There is no discussion amongst the players before starting. The first player starts with a repetitive activity and an associated noise. The next players add to the machine with some activity that fits into the previous player's activity. This continues until a machine is created. The machine is sped up and slowed down. Certain players can be asked to malfunction, and the whole machine must respond. There is no leader in the creation of the machine. It is important that all the players reflect the changes in each part of the machine. 
30.  Mirrors 
Introduction:
Everyone into pairs for an exercise that trains sharing focus, taking focus, and physical listening. Description:
One of the players in the pair begins to gradually move. The other player mirrors the movements of the other player. Initially one player is leading the other, and then the lead switches. Eventually there is no way to tell which player is leading the exercise as the focus is being shared rather than taken by one player or the other. The object is not to screw up the other player, but to make the reality of the mirror the priority. 
Gimmicks:
Try a kaleidoscope with three or more players all mirroring actions in a circle. 
Variations:
Sounds can be mirrored as well. 
31.  Monarch 

Synonyms:
Queen, king 
Introduction:
We need one player on stage to act as a royal monarch. Everyone else will try to win favor with the monarch. 
Description:
The monarch sits proudly on stage and is persistently approached by all of the other players in the workshop. The players approach the monarch making strong character choices and making offers to please the monarch. Offers such as "a box of chocolates for your royalness" or "a new necklace for my monarch" are common. The role of the monarch is to accept the offer and decide whether the offer was worthy of that player sitting beside the monarch in an exclusive place in the court. Other players are constantly coming forward in an attempt to gain that exclusive spot by offering better and better goodies for the monarch. An ideal monarch will not base responses on the goodies themselves, but how well they are presented by the player. If a player offers the monarch a rock, but does it with a strong and committed character, the monarch will place them at their side. Only one player may be in the monarch's favor at any one time. Like all good royalty, no commoner may touch the monarch (this keeps the monarch from getting a 10-minute massage instead of accepting new offers). 
Variations:
If the monarch is bested with an offer, the monarch dies, and the new player becomes the monarch.  Saint Peters Gate, each player approaches Peter with a reason they should not get into heaven, and Peter finds a reason to get them into heaven. If Peter cannot find a reason to get the player into heaven, that player replaces Peter. Beware of these competitive games, the improv rules of story and making everyone else on stage look good must still apply. If things get to competitive just stop the exercise. 
32.  Mouth
Simple exercise. Play a scene, as you open your mouth to say something, pause, and say something else. If you are thinking of saying, "Hello John, can I help you?" grab onto that thought, open your mouth to say it, but don't say it, say whatever comes out of your mouth. It helps to open your mouth wide before you say your line. 

33.  Name Game
Improvisers roam around the room pointing at different objects, calling them by a name other than what they actually are. Example: An improviser points at a cat and declares, "A Walnut!” then points at a chair and says, “A hat!” etc. Best played at a fast pace, everyone at once. 
34.  Park Bench 
Introduction:
This is a character exercise. Could we have one player sitting on a park bench. 
Description:
The first player on stage sits silently, displaying as much about their character as they can without verbalizing it. The next player in makes a strong complimenting character choice. A complimenting character may be contrasting or supporting. The player coming on should make strong character choices as soon as they are off their seat. This means the character should be embodied in their walk, voice, and intent. The two characters interact for about thirty seconds, and the player that was on the bench first finds a reason to leave. This leaves the second player on the bench alone for a while. The next player creates a character and joins the player that is on the bench. This continues until all in the workshop have done one or more characters. 
Gimmicks:
Lock the players into the characters that they create, and have them meet again on the park bench. 
Variations:
Info Desk: a series of characters approach a department store info desk, and each request causes the person behind the desk to leave. 
35.  Replacement Game

Play a Two-person scene. If a improviser wimps, blocks, waffles, or doesn't accept an offer, they are replaced in the scene. This game helps to train you to listen and accept offers. 

36.  Rope 

Synonyms:
Columns, justification 
Introduction:
Everyone into two columns. 
Description:
The players at the front of the columns step forward. The player on the right turns away from the player on the left. The player on the left begins to do a repetitive activity that uses at least three limbs. The player on the right cannot see this activity. Before turning around to look, the player on the right endows the player making the repetitive motions with some role (profession, person, relationship). The job of the player on the left (the wiggly one) is to justify their activity in the context of what character they were endowed with. It goes something like this. The player on the right turns away so they cannot see the player on the left. The player on the left begins to pump their legs and ring circles around their head. The player on the right makes their offer and endows the player on the right, "Constable Flaherty, the gnomes are on the grass again."  The player on the left, who is pumping their legs and ringing circles around their head, must justify what they are doing within the context of the character. The reply is, "I am tracking them with my radar, Officer Corkley." The exercise is good for getting players away from planning and driving scenes. It also helps work on strong commitment to something that is obviously completely wrong. Both players return to the back of the line that they were not in. Once everyone has tried both endowing and justifying, the exercise is done. 
Variations:
Rope is a variation where the main goals are learning commitment and being fearless on stage. The remainder of the workshoppers decides if they liked the justification or not. If not, they all scream rope and are generally abusive. The player getting harassed must step forward and bow to the crowd, not being concerned at all with the abuse they are receiving. If the player flinches in any way, they must immediately repeat the exercise. This version is not for the faint of heart. Credits:
Gary Austin, Groundlings 
37.  Silent Scene
Introduction:
This is a silent scene. The players will set up an open scene, but there will be no talking during the scene. 
Description:
What more can be said. Common pitfalls in the silent scene are to start to use frequent gesticulations, lip reading, and pointing to get concepts across. It is not a charades scene, it is a silent scene. Everything is the same as any other scene, except the information is conveyed without speaking aloud. 
Variations:
This scene can work great as a handle in any show.
38.  So I'll

Synonyms:
So what you are saying is. 
Introduction:
Everyone into a circle for a very structured one sentence at a time story. 
Description:
This exercise forces listening and gets players taking smaller, more logical steps with their story building. It also helps players when they draw a blank in a performance setting. The first player makes any kind of statement. For instance, "It is a lovely day out." The next player in the line says, "WHAT YOU ARE SAYING IS THAT--It is a lovely day out, SO I WILL--go for a walk." The goal is to say the next most logical thing in the story. The next player would say "WHAT YOU ARE SAYING IS THAT--I'll go for a walk, SO I WILL--get my shoes." The story that builds should be a logical one. It will not be a story that will win Pulitzer prizes, but it will make sense. This is a great way of combating troupes that are suffering from 'offer suffocation' in their shows. 

39.  Speak In One Voice 

Synonyms:
One brain, one voice expert, the slow family 
Introduction:
This exercise develops listening and sharing focus. Five people up in a row all linked together arm in arm. 
Description:
The object of the exercise is to have the group speak as if they were one person. This is done, not by having one person lead the pack, but by having the pack share each word as it is formed. The players need to all be looking at each other and sharing the focus. It helps to get several groups each speaking in one voice and having them act out a scene together. 

40.  Swedish Storytelling
Get suggestions for a big thing, a small thing, and something alive, and then tell as story incorporating the three things. You can also do this game getting three different sentences that must be incorporated into the scene. 
41.  The Chase

Two improvisers face each other; one begins a story. The other asks related, but surprising questions about what is being seen. If in a house, one may ask, "The rocker speaks to you, what does it say?" You want the person telling the story, not to think ahead about the answers. You want to derail their train of thought. 

42.  The Exit Game

Three improvisers are onstage. Without speaking, they leave together for the same reason. Go with the first simple offer; don't try to be original. A twitch, or throat clearing can evolve into a reason to leave. Beginners will always try to be clever, instead of letting the reason evolve. Don’t reject anything; use it to develop a reason to leave. After playing this for a while, introduce dialogue. Improvisers may talk, but can't leave for the reason their talking about out of thin air.

43.  Touch It
Introduction:
This is an environment building exercise that helps players work on making the environment part of their story. 
Description:
This is essentially an open scene. At any time that the players are not using their environment, or they are doing the talking heads thing, someone calls out 'touch it'. When the players hear that they must interact with their environment is some fashion. This could be picking up a coffee cup, moving a chair, or lighting a cigarette. The call to 'touch it' can be directed at players that are blabbing too much. The players must interact with the environment that already exists and not create too many new things. 
44.  Visualization

Have an improviser close their eyes and visualize a seashore. Don't have them think about it, just tell what they see. They see a house. What's inside? Who's there? Continue to ask them what they see, and have them describe it in detail. They shouldn't have to choose, simply use their strong imaginations. 

45.  What Comes Next

An improviser takes the stage. The improviser asks, "What comes next?" They do whatever the audience replies, and then asks again. The goal is to create narrative. This works best with the audience if you show them that blocking or clever suggestions will get them nowhere. If you train the audience to do this, they will understand it's a skill. If the audience groans at a suggestion, go back and get a different suggestion. This game can also be played with a committee of four or five giving the suggestions. The committee will usually feel pressured and make wimpy choices. If the audience feels the committee has failed, the committee can be replaced. The committee should try to get into trouble and take their time. Demand that the first 8 or 9 suggestions be positive and advance the story. They want to set a routine and then break it, not delay it. There are two styles the improviser onstage can play, 1: Actor only asks for help when stuck, or 2: Improviser asks for step-by-step instructions. 

46.  Word At A Time 
Introduction:
This exercise works on the shared process of building a story together. Everyone into a circle. Description:
Each player in the circle contributes a word to the story. If the first person to speak says "Johnny", the next person could say "set", the next person would say "out", and so on. This is the most commonly used of all the improv exercises and handles. It is also one of the most misused. The best way to help the players build stories is to try and keep them in the present tense. In improvisation present tense always works the best. The word at a time stories should also make sense. The players need to be listening to the story so far. Instead of offering the witty word that will make everyone laugh, they should add the next most logical word. This exercise takes control away from those players that tend to drive scenes. If you are finding that sentences are going on too long, allow for any of the players in the circle to call out 'period' to end the sentence. Banning 'and' and 'but' are also good ways to keep people from prolonging things and leading to formed sentences. 
47.  Yes And 
Introduction:
This exercise emphasizes accepting and supporting other players on stage. Two people up. 
Description:
In Yes And the players are constantly saying, 'yes and'. The mechanism goes something like this. One player may start off with, "Your coat is so lovely." The response of the other player could be, "YES AND I made it for you." The other player responds, "YES AND I have a thousand dollars for it." "YES AND I am going to use that money to make a hundred more coats for you." The players must always have the 'yes and' at the beginning of their sentence. This seems contrived and it is. It is remarkable how much easier it is to notice players that insist on controlling the scene. They cannot bring themselves to accept the offer. The most common response is, "yes and but." These scenes have a tendency to accelerate into the stratosphere. 
There is a version called, 'Yes But.' Same as "Yes, And..." but it demonstrates creative waffling. 

Handles

Taken From

http://www.staircase.org/structures/handles.html
[Note:  These are in alphabetical order.  References may be made to other games which can be looked up alphabetically for explanation.]
This is a list of improv handles. These are the bread and butter of most improvisational theatre troupes. This could be a real spoiler if you like to watch improv, because it is going to explain the particulars of the improvisational games. The handles list is composed of those improv structures that work best on stage. They all have the crucial audience participation component, and they also have built in gimmicks that greatly increase the chance that comedy will happen. Eventually the games wear thin, but as long as the rules of environment, character and story are being maintained, any handle should be as entertaining as any other handle. 

1.  Alphabet Game

Synonyms: 
Alphabet Soup, A-B-C Game, Pre-School Game. 
Introduction: 
In this game the actors must start each sentence of dialogue with a new letter from the alphabet. For example, the first sentence must start with A, the second sentence must start with B, and so on... 
Description: 
The actors must build a scene within 26 starts. Most places allow for more than one sentence to follow the first sentence. When this is done, it is important that actors really punch the word that starts with the letter. Activity is important as it allows the scene to progress independent of words. This game ceases to be a challenge rapidly. 
Gimmicks: 
Onomatopoeia (sound effects instead of words) Dingle-dingle for D. 
Variations: 
Starting at Z and ending at A. Starting and ending at some random letter from the audience. Using a box of alphabet cookies to randomly pull letters up and start sentences with those (eating the cookies is optional). 

2.  Actor's Nightmare

Synonyms:
Half scripted scene, First rehearsal scene. 
Introduction:
In this scene one actor will read all their lines from a script, while the other actor must justify those lines.  A scene will arise from this chaos. 
Description:
One actor reads from a script (preferably a mundane high school like text) and takes all the lines from the script. The actor may read from one character, or several characters, whichever allows responses to be quicker. The reader can help the justifier by offering emotion and activity to the words. Trying hard to maintain a reality in the scene makes it the most fun, simply hacking on the reader as being crazy is a lazy, wimpy way out. 
Gimmicks:
The reader can launch into long texts, the justifier can ask the reader to repeat something (of course they cannot), accidentally reading stage directions. 
Variations:
Multiple scripts with or without an actor justifying 

3.  Animal Characters 

Synonyms:
Zoo scene, creature characters, character endowments 
Introduction:
Each player in this scene will take on the traits of some kind of animal chosen by the audience. The actors do not pretend to be the given animal, but act like a person would if they were that kind of animal. 
Description:
Once the actors are each assigned an animal type, the scene starts like any other. The animal types are used to give the actors character and activity to embellish the scene with. The actors should be somewhat subtle with the endowment. For example, if one is endowed with a cat personality it would be obvious to go meow, but more fun to play with your meal like a cat plays with its prey. The scenes are just normal scenes otherwise. 
Variations:
The type of characteristic can be varied: automobiles, kitchen appliances, emotions, movie genres, and political causes. The handle can become a game when the actors are given the endowments secretly and the audience must guess it, or the each of the other actors must guess the endowment. 

4.  Arms Expert 

Synonyms:
Prosthesis Scene, Bionic Expert 
Introduction:
In this scene, actor A will talk and supply the body for the character while player B will supply the arms for the same character. 
Description:
Actor A stands with her/his arms at her/his side while player B pushes her/his arms through the armpits of actor A. Ideally the players will be chosen for appropriateness of size. It is ideal if the arm-supplying player can hide behind the talking player. The two go about the scene usually in the form of a question answer session with the audience. The talking player is left to justify the actions of the hands that she/he has no control over. 
Gimmicks:
Usually come from the arms player, she/he can make bizarre and inexplicable gestures or contradictory gestures while the talking player tries to maintain the reality. The interviewer can also make life challenging for the two actors by asking for something from the player's pocket, requiring an adjustment of articles of clothing. Doing push-ups would be the ultimate pimp for this handle. 
Variations:
Arms and legs expert (you have to be close for this one), one player per arm, reversed one player per arm (i.e., a left arm on the right side and vice versa), this looks really odd.
5.  Backwards Scene

Synonyms:
Rewind scene, reverse scene 
Introduction:
In this scene the actors will tell a story backwards. They will not be talking backwards, or moving in reverse, but they will present the components of the scene from the 'end' to the 'beginning.' This is a very hard scene. 
Description:
The actors start with an ending to a story. Then each actor must ask themself what would have happened immediately before this event and then portray the most likely thing that would have preceded. Actors will find themselves frequently asking themselves, "she just said...so I would have..." Very hard stuff. Keep it very simple and never talk in the future tense, that already has happened!! 
Gimmicks:
This game is hard enough already. One can get really cocky by starting the scene with a lights down signal, and end the scene with an introduction. 

6.  Booth Hell

Synonyms:
Sound effects scene, technical errors scene 
Introduction:
During this scene the sound effects person will randomly insert sounds throughout the scene that the actors must justify appropriately. 
Description:
The actors start out and continue a regular scene. At any time, the sound effects tech can insert random sounds and usually ones that have nothing to do with the context of the scene. The actors do best by justifying the noises in the context of the scene. 
Gimmicks:
Keep using the same sound effect over and over again. Keep using the same justification for everything over and over again. 

7.  Categories

Synonyms:
The pun game 
Introduction:
In this scene each actor will be assigned a general category of stuff. During the scene the actor must reference the assigned category as often as possible. For instance if the category were cars, they could reference cars by puns, analogies or direct references. 
Description:
The person setting this scene up must be certain to get general categories for the actors to work from. Categories like cars, toys, cutlery, vegetables, etc. The actors should carry out a regular scene and reference the category that has been assigned to them as often as possible. 
Variations:
This can be turned into a competitive game where the players must list off all the things from a category. 

8.  Counting Words

Synonyms:
Numbers game, sentence game. 
Introduction:
Each of the players in this game will be assigned a number between 1 and 10. Each sentence that the player speaks must contain that given number of words. 
Description:
The players must keep track of every word that they speak. If a player is assigned the number 3, then actor must have 3 words in every sentence. "No I won't", "No, no, no" would be the limits of all sentences. Players that must speak in 10 word sentences become rather talkative characters. This is a good listening game. If the other players just wait for a player that is a word or two short, there is tremendous payoff. 
Gimmicks:
The one word player is asked to explain themself or give directions. The 10-word player is asked to be concise or just answer yes/no. 
Variations:
All players have the same sentence length that changes throughout the scene. Players must decrease or increase the sentence count throughout the scene. 

9.  Chain Murder Endowments

Synonyms:
Serial Killer, gibbering death 
Introduction:
In this scene there will be a series of murders committed. The murders will be committed in a particular place, by a particular person, with a particular device. First we will send three actors offstage (where they cannot hear what is happening up here). [Get a place, person, and thing.] Now the first actor must relay these three things to the second actor, and the second actor must relay these things to the third actor, and so on. This will all be done in gibberish. 
Description:
The intro for this game is really important. If the audience does not know what is going on it will just appear completely bizarre. Remember to leave at least one player on-stage to hear the three things, otherwise the chain cannot begin. The actors must maintain the order of person-place-thing, or they are toast. It is also good to have some signal that one doesn't understand what is going on. When the device is identified, it is standard to be killed off by the device, signifying the entrance of the next player. Once it is over the audience loves a recap of what each player thought they had perceived. 
Variations:
Some places put a 90 second time limit per actor. 
Credits:
Lyle Moon of Sak
Gerry McAteer of VTSL 
10.  Day In The Life 

Synonyms:
This is your day. 
Introduction:
In this scene we need an audience volunteer to tell us all about a day in their life. 
Description:
The host must be nice to the audience member. Nothing will alienate the entire audience quicker than hacking on a volunteer! Try to get a real day that happened to the person. Even a mundane day will certainly be embellished by the cast. If there is time, it is also good to get a brief description of what the audience member is like. Usually a one-word description will be good enough. The actors in the scene simply portray all the points that were made by the audience member in their scene. It is important to include them all. The audience is listening. It is also nice to make the audience member the hero (or at least a good person) in the scene. 
Gimmicks:
Make the single word description the complete character. 
Variations:
The actors can pick up the story where the audience member's story has left off. 

11.  Die Game 

Synonyms: 
Make a Story, Pointer, Directed Story, Conducted Story 
Introduction: 
In this game all the players on stage will be telling a story. Players are responsible for the story while the director is pointing at them. When the director switches from one player to another, the other player must pick up the story without stuttering, repeating words, or making grammatical errors. If any of the players makes such an error the audience should yell DIE!! 
Description: 
There is not too much more to add beyond the introduction. The players should tell a story through action and not waste time having the character thinking about things. The director should change from player to player slowly at first, allowing the story to build. As the game goes on, the director can switch from one player to another faster and faster. 
Gimmicks: 
Breaking off the player in mid-word. Pointing at two players simultaneously. 
Variations: 
Elimination Die: Each player that makes a mistake is eliminated until only one player is left. Theatrical Die: After making a mistake, the player acts out a death on stage. Make a story: Same thing with no die or elimination. Genre Story: Each player is given a different genre and continues to tell the same story through that genre. Genre story can be emotional story, appliance story, occupation story, etc. 

12.  Do Run Run Song

Synonyms:
Do Ron Ron, Do Run Ron 
Introduction:
The players are going to tell a story in the format of a classic pop song. 
Description:
Several players line up and start to sing in the following pattern. A, A, B, B, B. This is best explained by example:
Player one, "I went to the store to buy some pop."
All players, "a do run run run a do run run."
Player two, "And on the way there I met a cop."
All players, "a do run run run a do run run."
Player three, "hey and that cop was lean."
Player four, "hey she started to make a scene." 
Player one, "hey and she was really mean." 
All players, "a do run run run a do run run."
Player two, "the cop pushed me up against her car."
All players, "a do run run run a do run run."
Player three, "that's how I got this terrible scar."
And so on.. Until the story is told. There are all kinds of variations to this. Its format is particularly forgiving of those who cannot sing all that well. It is recommended that the player doing the solo line step forward from the line of players. 
Gimmicks:
When someone gets stuck just punch out any verse and the rest of the players kick in with a supportive do run run. This isn't really a gimmick, it is the way that improv should always be performed: commitment and support. 
Variations:
It can be turned into a die type game, where the players that slip up are dropped from the line. There are an infinite number of variations that can be made to the song itself. 

13.  Dubbing Games

Synonyms:
Voice over game 
Introduction:
In this scene there will be two actors offstage and two actors on-stage. Actor A's (on-stage) voice will be supplied by actor B (offstage) and actor C's (on-stage) voice will be supplied by actor D (offstage). However the actor's supplying the voices (B and D) will not be able to see what the other two actors (A and C) are doing 
Description:
The actors supplying the voices must make distinctly different voices. It is also important that the actors that are being dubbed move their mouths like they are speaking when the dubbers are talking. It is important to have an activity and to justify what is being said through activity. Gimmicks:
The moving actors should make large obvious physical choices that they must justify when their dubber makes a contradicting statement. A chainsaw becomes an ax, a hug becomes a punch, and so on. 
Variations:
Straight dubbing: the dubbing players can watch the actors. Cross dubbing: the two actors on stage dub each other's words (very hard). Three-way dubbing: actor one dubs actor two and actor two dubs actor three and actor three dubs actor one. 

14.  Emotional Boundaries

Synonyms:
Emotional zones, mood-scape 
Introduction:
In this scene the stage will be divided into three zones. Each zone will be designated with a particular emotion, as the players move about on the stage they must adopt the emotion of the zone that they are in. 
Description:
The introduction pretty much explains the game. It is important that the players use the entire stage to explore each of the emotional areas. The transitions are best done crisply as the player crosses the boundary. The host setting the scene up should make sure that the emotions are contrasting and simple. 
Gimmicks:
Rapidly crossing the stage and altering every word in the sentence with the emotion. Straddling the boundary and combining emotions. 
Variations:
Obviously there can be more than three zones, and emotions can be assigned to furniture and props. There are genre variations where each zone is assigned a type of entertainment. Again the common list of categories can apply to the zones: emotions, genres, animals, professions, and political parties. 

15.  Emotional Transfer 

Synonyms:
Status Transfer, Emotional Switch 
Introduction:
In this scene the two actors will be assigned contrasting emotions. At some point in the scene, they must switch the emotions from one player to the other. 
Description:
The emotions must be contrasting (love and hate), and the players must make strong choices in the beginning of the scene. The transition is best appreciated if it is done subtly, and the transfer is somehow justified within the context of the scene. 
Variations:
This can be done with status (high versus low), and the players must make a switch in status within the scene. Any of the endowments can be switched: political beliefs, animals, appliances, vehicle types, etc. 

16.  Endowment Scenes

Synonyms:
Repair shop, Crime Endowment, Home Late Scene, Santa Scene, Who Am I? 
Introduction:
In this scene we will ask an actor to leave the stage. The actor offstage has committed a crime. The actor is willing to confess to the crime, however she/he cannot remember what the crime is.  If the interrogators can let the actor know what the crime is, she/he will confess. Ask-for unusual crime, unrelated device, location. When the actor is close to getting the crime, the audience must “ooh-aah” to let the criminal know. When she/he gets a part of the crime, clap. If the criminal confesses to the crime, completely go wild. 
Description:
The chosen introduction is for a crime endowment. The first note is really to the host introducing the scene. It is essential that the game be explained properly to the audience. If the audience doesn't give “ooh-aah getting close” feedback then the confessor will most likely be lost. The detectives getting the confession must stick to the order of their clues (crime, item, location) and not advance until the actor properly confesses. The detectives will have a lot more fun if they keep to subtle clues in the beginning of the scene, saving the obvious ones for when things are getting slow. The confessor should try and maintain a story within the confession. Giving reasons for the actions. There are ample opportunities for crossovers to help out the detectives. Gimmicks:
If the confessor gets the clues too early, the confessor may play stupid to draw out the game. 
Variations:
The crime endowment was explained above. The home late scene is identical except that a youngster is explaining to adults why the youngster has come home so late. The host can get any items wanted, although the confessor (person being endowed) has to know the order of the items. The Santa Scene is usually Santa Claus trying to tell a child what she/he wants for Christmas (usually one item). The repair shop is where some poor soul is returning a broken device, and they have no idea what it is. Who am I? gets an actor to deduce what famous person that she/he is. The possibilities are endless. 

17.  Endowments—Emotional Party

Synonyms:
Party labels, back stabbing scene, multiple endowments, reading between the spines, word on the back 
Introduction:
Each player in this scene will be assigned an emotion. The emotion is kept secret from each player, but it will be taped to each player’s back on a large piece of paper. It is up to the other players in the scene to get the player to express the emotion on their back. The game is over when all players have expressed their emotion. [Send all players out and write down some emotions]. 
Description:
The players should subtlety nudge the player into expressing the emotion written on her/his back. This is one instance where it is good to occasionally turn your back to the audience, reminding them of the emotion that has been assigned to you. 
Gimmicks:
Playing dumb is the most common pimp of this game. Pretending that one doesn't know their emotion when they have picked up on it long ago. Also setting up characters in positions that cause them grief once they realize their assigned emotion. Like getting someone with a fear of heights to start washing the windows. 
Variations:
There are the standard endowment variations that exist: emotions, animals, clichés, political parties, genres, famous people, and long words. The situation need not be a party either, the scene could take place at work, school, in prison, with the same goals in mind.  The players must get each other to say a word that is taped onto their back. 

18.  Entrances and Exits

Synonyms:
The word game, revolving door, exits 
Introduction:
In this game each player is assigned some word that might come up in casual conversation. Whenever that word is spoken by another player in the scene, they must enter or exit. If the player's word is spoken and they are offstage, they must immediately come on-stage and justify the entrance. If their word is spoken while on-stage, they must immediately exit and justify the exit. [assign words to each player] 
Description:
This is a listening game. If you don't hear your word, the audience will immediately notice. If the players notice that someone has not heard their word, they should repeat it. Each player must also remember each of the other players' words. This scene can get quite chaotic. Remember to build a story and justify the entrances and exits. Saying your own word does not count. Gimmicks:
Assigning someone a conjunction like and, but or yes. This makes them blast in and out like a rubber ball. Not saying someone's word and putting them in a situation where they have to leave: firing them, kicking them out the house, or leaving them in a burning room. Repeating someone's word rapidly gives them no choice, but to ping pong in and out of the scene. 

19.  Environment Scene

Synonyms:
Living set 
Introduction:
In this scene the participating players will create an environment of your suggestion. Description:
The players rapidly fill the stage, each one taking up the role of another essential part of the suggested environment. The players should offer themselves as props: trees, tables, and rocks. They can supply sound effects as well. This is obviously a warm up game, and it is a good one for breaking the boundaries between improv and 'regular' theatre. 
Variations:
Once one environment is set, the players are given another one, and they must transform into the new environment without leaving the stage. 

20.  Fairy Tale In A Minute 

Synonyms:
Précis, Movie In A Minute, Study Note Fairy Tale 
Introduction:
The players are going to present to you a fairy tale of your choice [get fairy tale known to most, recap it]. They are going to present this story in under 1 minute starting now... 
Description:
This is a high-energy scene where all the essential components of the fairy tale must be portrayed in less than 60 seconds. Frenetic, can be fun, but the characters must be clear; sheer chaos will not be fun to watch. 
Variations:
Movie in a minute is another variation. Check to be sure that most of the players know what the story is and remember to get a recap. Historical event in 45 seconds is fun too. 

21.  Foreign Film 

Synonyms:
Dubbing scene, subtitles scene 
Introduction:
The following scene is going to be done in a non-existent language called [get language name]. The players on stage will speak only in that language. Luckily there will be players offstage dubbing the scene into English. 
Description:
This is essentially a dubbing scene. The foreign film dub is done so often that it requires a note of its own. The players that are acting out the scene in the nonexistent language must be very clear in defining their environment and making solid physical offers for the translators and audience to work off of. It helps the players that are talking in gibberish to think of what they are saying in English. 
Gimmicks:
The standard translation gag is making a really long gibberish sentence and translating it to one English word, or vice versa. Translators can also struggle for the correct English word, caught in gibberish idioms. Translators can also refuse to translate things that are too crude in English, gibberish censoring. These last two gags can really kill a scene (not that all gags don't), and really are just disguised lack of commitment (wimping). Another gag is where the translator rambles on and the gibberish players stop and end the scene in chaos. 
Variations:
Blind dub the scene (translators cannot see the gibberish players). Use a real language. Translate an opera. 

22.  Freeze Games 

Synonyms:
Clap, switch, tag, freeze tag 
Introduction:
Two actors will start a scene. At any time during the scene an actor off stage can yell freeze! The actors must immediately freeze in position. The player that yelled freeze must assume the exact position of one of the actors and initiate a whole new scene starting in that position. 
Description:
If we have to explain this one you have never seen or done improv (welcome of course!). The mistake that most players make is not assuming the exact position of the player clapped out. The audience notices this, and the magic is lost. The best effect is had when the scene is frozen on an interesting position, so it is important to change position in the scene that you are in. Assume the new position quickly!! Sometimes simply a position change is all that is needed for the next freeze. Even though improv thought should be unedited, the following really are major freeze tag wimps: dancing, statues, fighting, Twister, Crazy glue. 
Gimmicks:
Leaving someone in a compromising position and quickly freezing the scene before they can move out. As soon as the beginning of the freeze is heard, assume a random bizarre position for no reason. 
Variations:
Blind freeze: The players line up in order of who is going to take the next position. The next player in faces the back and cannot see the scene as it is progressing. This makes it easier for some actors. Environment freeze: Once the new player has assumed the position of the tagged out player, the audience suggests an environment to base the scene on. Audience freeze: the audience is responsible for yelling freeze and not the players or the host. You can get more info about the freeze tag in its exercise version. 

23.  Gregorian Chant

Synonyms:
Seattle Madrigal 
Introduction:
In the fashion of a religious chant, the players will now sing you a story based on your suggestion. 

Description:
This scene requires a moderate amount of practice and no singing expertise at all. Although all singing stuff sounds better if you can sing. I have chosen three players to demonstrate this scene. The first player sings a single sentence of about 8 to 10 syllables in length and repeats it twice.  Player number two sings the next most logical sentence in the scene. Player one continues to repeat their line, but steps back on the volume throwing the focus to player two. The third player kicks in with their line, while players one and two continue to repeat their lines in the background. The cycle returns to player one, who sings the next most logical line in the song while players two and three continue their lines as background. This continues until the story is told. Structurally it is easiest when the players line up and step forward to sing their part. 
Gimmicks:
Players may take monk like postures 
Variations:
As many as there are imaginations 

Credits:
Seattle Theatresports
24.  Historical Scene 

Introduction:
This scene will be based on some element of history, either an epoch or an event. [get the historical reference, and be absolutely sure that it is recapped]. 
Description:
This is a simple formatted story. In any scene where the players are given a framework to play 
off of, the audience expects all the details to be used. In some ways it is an open scene, in other
 ways it is very restricted. Players that are historically challenged can offer environment and 
support to the other players. 
Variations:
Often the historical scene will be acted out as described in the recap. The scene may be played out as what would have happened if a certain historical event had not happened. The scene may focus on a certain bit player, unknown to history and what this person did just before or after the historic event. Epoch scenes (Roman times, Greek culture, wild west) can be combined with the present world. Historical scenes can get esoteric quickly, and it is important to let the audience know how you are going to alter the 'scene' as it was described. 

25.  Last Sentence Scene

Synonyms:
Last word 
Introduction:
This will be an open scene. The only constraints on this scene will be the first sentence and the last sentence of the scene are chosen by the audience. [get a first sentence and a last sentence from the audience] 
Description:
One of the actors must state the first sentence as the first words out of their mouth. Feel free to set up the environment without speaking. Don't be afraid to build into the first sentence. The last sentence of the scene is a bit harder to manage, and the audience appreciates it much more. The players must remember that they have only been asked to do two things in the scene, and you are expected to do them. 
Gimmicks:
Just say the two sentences and end the scene. 
Variations:
First and last word can be used instead. There can also be a middle sentence, or word, that must appear at any time between the first and last sentence/word. 

26.  Machines 

Synonyms:
Factory scene 
Introduction:
In this exercise the players must create the parts of an imaginary machine. Each player will enter one at a time and offer a repetitive motion and noise to the machine. [get name of a machine] Description:
The players should use all levels of the stage, and the exercise works best when the motions fit together into some kind of machine. Don't do anything that you cannot physically maintain (one armed push-ups) or something that causes physical pain (dropping to your knees). The players will find that the machine they create reflects the suggestion that they were given. 
Gimmicks:
It is a rather gimmicky thing, but audiences really love it (once in a while). The host can speed the machine up and slow it down. You can also make one part/player malfunction. Speeding up into chaos or slowing down into a frozen heap can destroy the machine. 
Variations:
This machine can be frozen and used to start a scene based on the original suggestion. 

27.  Madrigal 

Synonyms:
Gregorian chant 
Introduction:
The players on stage are going to sing you a story based on your suggestion. 
Description:
How to describe this? A sound bite may be necessary here. The first player starts to harmonize the first line of the story. After she/he repeats this line twice, with some harmonization, the next player harmonizes the next line in the story. The first player continues to repeat her/his line as a background harmony. Once the second player has repeated her/his line twice, the third player comes forward and adds another line in harmony to the story. The first and second players continue their own lines as background while the third player repeats her/his line twice. Confused yet? At this point there is player one repeating her/his first line as a background, player two repeating her/his line (different from player one's) as a background, and player three with a brand new line. Once player three has repeated her/his line twice, the first player harmonizes a new line while players two and three repeat their lines as background. This cycle continues until the story is told. A madrigal is any song using an unaccompanied (no music) voice. 
Variations:
Can be set up as a Gregorian chant in a monastery. 

28.  Make A Song 
Introduction:
One of the players (or a group of players) is going to make a song about a topic of your choosing. 
Description:
This is a self-explanatory handle. The player rarely has to have a brilliant voice, because the audience is very supportive of people that are willing to get up and sing. A song is expected to have musical accompaniment, if this is not possible check out Madrigals and do-run-run. The common error is that people try to rhyme everything. It is a song scene, not a singing scene in verse. Slow music is easier than fast music. Don't be afraid to pause. Trust your music improviser, she/he can carry it for a while and make offers. 
Gimmicks:
Sing in gibberish and have it translated. 
Variations:
Choose a song type from the audience: jazz (is free form and easy to beat to), country, do-wop, rap, etc.
29.  Modern Fairy Tale 

Synonyms:
Bedtime story 
Introduction:
In this scene the players will combine a well-known fairy tale with a genre of movie. [Be sure to recap the fairy tale and recap the genre.] 
Description:
This scene involves altering a known story with characters and genre clichés from commercial film. Remember to tell the story as it was recapped. If you are combining a fairy tale and a specific film, it is important to get an idea of what the film was about. If you have no idea, offer some support, background, or sit back and enjoy. What makes this a useful scene is that players can introduce topics from either genre, and it is likely that they will know one or the other. 
Variations:
Combine any known story with a contrasting genre: science fiction, war movie, love story, Shakespeare, triple-X, political party, occupation, etc. 

30.  Moving People 

Synonyms:
Puppets, C-1 C-2 Scene, Gumby scene, puppet master 
Introduction:
The players in this scene will be unable to move. For some reason they must have helpers controlling their bodies to move around in the scene. The players can speak and will supply dialogue for the scene, but someone else will supply their motion. [Select audience members to move the players-MAKE SURE THAT THEY ARE NOT INTOXICATED]. Move the players by pushing on the body part you want to move. Don't force their backs or necks, and be careful pulling on their clothing 
Description:
It is important for the players to get themselves an activity to do. This will force the people doing the moving to move the players. This game is such a gimmick that players often forget to set up an environment and establish a relationship. 
Gimmicks:
Dancing, hugging, kissing, not being able to see things because one is not looking the right way. Variations:
One player can be responsible for moving all the players on the stage. The more players, the more work. 

31.  Musical Scene 
Introduction:
The following scene will be a musical. This simply means that at various times through out the scene the players will break into song. 
Description:
Singing on stage is the terror of many improvisers. There is a feeling that they may be tolerated speaking on stage, but singing would surely lead to their lynching. Not so. The audience really gets behind someone that sings on stage. It is the same for make-a-song, do-run-run, or madrigals. Singing is respected, and if it can be done remotely well, it will be loved. A musical requires some musical instrument to work best. Singing from taped music is harder to orchestrate and ruins the magic a bit. Consider the musician as another player with offers and complimentary support in the scene. The musician may offer musical styles to select the mood and even direct the scene. Musicals are most easily done when there are songs intermixed amongst a regular scene. This allows for advances to be made without having to sing them. 
Variations:
Opera. All words are sung. 
32.  No Laughs Scene

Synonyms:
Serious switch 
Introduction:
In this scene the players will not actively attempt to create any audience response. If at any time a player makes you all laugh, then they are removed from the scene and replaced by another 'more serious' player. 
Description:
The players simply generate a scene as they would any other. Playing things a little bit deadpan. At some point the audience will find some element amusing, and the player responsible will be switched out. If no one giggles at all, hopefully you are involved in an enjoyable serious scene - something that improv is very capable of. The built in gag of the game is that players replaced are usually the wrong sex, wrong height, or wrong race. Then things get even more amusing. Gimmicks:
Intentionally switching sexes, etc. 
33.  Open Scene 
Introduction:
This scene will have no gimmick, handle, or game attached to it. Get a simple ask-for.  The following scene will somehow involve the ask-for.

Description:
This is what improv is all about. The creation of scenes from very little. The scenes can be comedic or not. It is entirely the choice of the players, and they should let themselves be in the 'moment.' All of the handles and games are there to train the skills of the improviser to do open scenes. Games will make your audiences laugh. Good open scenes without gimmicks will bring them back. Open scenes work best when players are accepting and advancing the scene; when they have created a real environment that is respected by all the players on the stage; when the characters are real and consistent throughout the scene; when the characters are complimentary and related through reality; and when the scenes end when they are over, usually through some element of reincorporation, not when they hit 'the right gag.' Those are the elements of an open scene that we all strive for and continue to strive for. The games pay our improv bills, and hone the skills of listening, focusing, characterization, and story telling. Handles give us a cocoon to get our chops on stage, to let us realize that we can perform and help people laugh. It is the open scene that makes improv worth doing. An element of structure can help give direction to those that want to embark on open scene work. Every scene has a beginning. In the beginning of the scene the environment is usually defined. It is smart to define the environment with just one player on stage alone. In the beginning there should also be characters defined and even the relationship between the characters. The next part is the middling of the scene. Here is where the story should start to unfold. The conflict needs to established, interpersonal conflicts work well. Any routines that develop should be broken, and the scene advanced. It is easiest to advance by adding to the initial offer, and not by adding new things all the time. The ending should resolve the conflict. That will make everyone feel whole. The cleanest endings somehow reincorporate some earlier offer. Deus Ex Machina gets tiresome. The characters should be complimentary to each other and remain consistent through the whole scene.  Now go out and break every guideline. That is how we push back the envelope. 
Variations:
Scene from nothing. In a scene from nothing a player hurtles onto stage and starts a scene. It is good to explain what is happening to the audience (they may sense that it is a scripted scene). Object based ask-fors. Like, what fits in my hands. Scene based asked-fors. Like, a restaurant scene. 
Credits:
Keith Johnstone, Viola Spolin 
34.  Paper Chase

Synonyms:
Sentences, papers, order forms, scraps 
Introduction:
During this scene the players must occasionally stop and introduce sentences that written on these little pieces of paper that are scattered all around the stage. The sentences written on here are unknown to the players and myself. They must immediately incorporate the sentence into the scene as it is written on the page. [Set up involves getting someone to write out some sentences that will be incorporated in to the scene. Getting the audience to write them out is a nice touch.]
Description:
This is a scene just like any other in that there are offers interjected throughout the scene. Don't worry about stooping to pick up the suggestions. Make sure that you don't spend any noticeable time looking over the sentence. It only appears that you are concocting an easy way out for yourself. Audience members really notice if their particular sentence is sidestepped around. Gimmicks:
Blank pieces of paper. Sentences in other languages. Pictures. 
Variations:
Activities can be substituted for sentences.
35.  Poet's Corner 

Synonyms:
Translated Poem 
Introduction:
Today we have a poet from the country of [get an imaginary country name] and they will be presenting one of their famous poems. Thankfully we also have a translator for this poem, and they will interpret for us. 
Description:
The poet talks in gibberish. The poet must add emotion, gesticulations, and style to the gibberish poem. Some believe that gibberish works best if you actually try to communicate facts through the gibberish. The poet must leave space for translation. The Translator need not respond in verse, unless they are particularly masochistic. The translator uses offers from emotion and movement from the poet to shape the story told by the poem. The poet obviously gets tremendous offers from the translation. Getting an imaginary country adds a few elements (such as no one knows the language) and avoids a few problems. If the player knows the language, gibberish is very hard. If only part of the audience knows the language, then much will be lost to the audience. If everyone knows both languages, the game is for the translator to screw up the translation as badly as possible. 
Gimmicks:
There are so many gimmicks in this game it is hard to imagine listing them all here. Many of these are listed in foreign film. The translator can do a short translation for a long gibberish, and a long translation for a short gibberish. There is a definite relationship that can arise between translator and poet. They can disagree over idioms, argue over stage presence. The poet can insult the audience for not appreciating art. Foul language translations can abridged and so on. Variations:
Translated opera. Foreign film.  Tour group translation.  Gibberish in-laws. 

36.  Radio Channels 

Synonyms:
Stations, call signs 
Introduction:
Each of the players on stage will represent a certain type of characteristic radio channel. Each player will correspond to you an un-newsworthy item in the genre of his or her chosen radio channel. 
Description:
This looks and acts very much like a die game, except that the audience does not yell die. The players each present the given news item as their radio station would. The host for the night shifts from one station to another while the news story is presented. Players represent their radio station. And the conductor is just looking for a channel that they like. The game sounds best if there is a bit of overlap between the stations, just like tuning an old style radio. 
Gimmicks:
Radio channels can go off the air (if you are in a wimping kind of mood). 
Variations:
Television stations, WWW home pages, etc. 

37.  Radio Play 

Synonyms:
Darkness scene 
Introduction:
In this scene we all will take a trip back to the good old days of radio. The lights will drop and we ask you to close your eyes and imagine yourself sitting beside an old vacuum tube receiver. Description:
Story is so important here. Many improvisers find it hard to work in the dark. So many physical offers are lost that it can be quite confusing just listening to voices and sound effects. The genre is best exploited by explaining actions and carrying out things that just cannot be done on stage. Swinging across crevasses, jumping from buildings, riding the wings of planes, etc. Listening is so important in this scene. Sometimes physically getting up and moving around will help. Gimmicks:
Placing players at opposite sides of the stage to get a stereo effect. 

38.  Scene Three Ways 

Synonyms:
Once more with feeling, "Play it again, Sam!" 
Introduction:
The following scene will be repeated three times. The first time there will be a short neutral scene, the second and third scenes will be flavored by different genres of film [get conflicting film genres] 
Description:
The players must keep the first scene simple and neutral. The gimmick works best if the there is a simple clear environment with simple clear relationships. Like any scene really. The next time the scene is played out, it is flavored with the genre of film that was chosen. What was originally a table with a pot, becomes an antigravity table with a pocket microwave. Adjusting the relationship to suit the environment is an important choice as well. Keep with the story that was originally told. The audience is watching closely, and you can guarantee that their favorite part of the story will be left out. 
Gimmicks:
Scene three ways lends itself to the crossover. This is where a player that is not integral to the scene makes a single offer to the scene, but does not remain in it. The crossover is easy to tailor to each of the genres chosen. 
Variations:
There is no limit to the number of times that the scene can be replayed, and there is no limit to the choice of endowments for the scene: emotions, countries, vehicles, music, fabrics, and body parts... 

39.  Scene To Music 
Introduction:

In this scene the players will act out some simple crime. There will be no speaking during this scene, and the players will respond to different types of music that will be played throughout the scene. 
Description:
The scene is acted out in silence, however it is strongly flavored by the music chosen. This music can be provided by a sound effects person, musician, or whatever your budget and imagination allows. If the music is slow, then the scene is slowed. If the music is fast, then the scene speeds up. Certain types of music lend to certain genres. A scene to music is essentially a roller coaster scene where the offstage offers are musical ones. 
40.  Shakespeare

Synonyms:
Olde English scene 
Introduction:
The following scene will be carried out as if William Shakespeare had written it. 
Description:
There are improv troupes out there that do nothing but Shakespeare scenes. It is a mainstay of the art form. What does one have to do to make their scene a Shakespeare scene?  The most obvious one is to change the way that one talks. An English accent helps. The use of words associated with Shakespeare's age also helps. It doesn't really matter whether they are used correctly or not. This kills the scholars in the audience, but hopefully they will be behind you like most of the audience is. Verily, alas, alack, anon, a plethora of thats, ohs, fores and forsooths. There are also grammatical alterations that lend to the genre. "fore the skills to describe those here I do lack." The relationships are usually familial and bitter. The stories usually involve intrigue, betrayal, quests, or revenge. There are lots of licenses to advance the plot. Soliloquies, witches, prophesies are part of the genre. Shakespeare is really just a genre like any other (science fiction, film noire, detective, love story). It has earned its own little blurb because it is such a mainstay of the improv scene. 

41.  Should Have Said 
Introduction:

Anytime during this scene the players can be interrupted by audience. If at anytime you don't like what they have said, you make them change their sentence by yelling, 'should have said.' It is important to give the players a chance to build a story, but if you don't like the way that it is going then yell, 'should have said.' 
Description:
Build a scene like any other. Give a bit of extra pause between your comments to allow for the audience to interject. Listen closely for the audience's input. They will hear the 'should have said.' If you miss one, expect to be eaten alive. When you are expected to change what you said, make a strong choice that alters the course of the scene. They have yelled it because they don't like what is happening, so change the way the scene is going. 
Gimmicks:
Replace long drawn out comments with short ones. 
Variations:
The callers can be limited to one or two audience members as chaos is imminent. 

42.  Sit, Stand, Kneel, Lie Down 

Synonyms:
Compromising positions, positions 
Introduction:
This scene will have four players. At no time can the players occupy the same position on the stage simultaneously. One player must be lying down, another player must be standing, and so on. If two players are occupying the same position, let them know about it. 
Description:
Complete chaos is the best description of this game. All four players should get into the scene rather quickly. This helps work the gimmick, and makes things the most challenging for the players. Try to create a story. Try to justify why you have changed position. Try not to hurt yourself. Change position often, but justify the change. If you can telegraph the move to the other players the whole scene will benefit. 
Gimmicks:
Force one person to maintain a position (tie them up, kill them, nail them to their chair), and then make them justify a change. 
Variations:
As many positions as wanted can be added. Sit, stand, kneel, lie-down, curl-up, etc. 

43.  Slide Show

Synonyms: 
Slides, frames, pictures 
Introduction: 
In slide show the players will be freezing into positions one after another while the presenter justifies each 'slide' and tells a story. 
Description: 
This game is done best with lighting cues for the position changes. Each time the lighting drops, the players on stage scramble into a new position. When the light comes up, the presenter (usually just off stage miming a controller) must justify the new positions that the players have taken on. Slide show will be stronger if the presenter identifies a lead character and resolves each slide around the lead character. Don't be afraid to endow players in the slide as inanimate objects like trees or lamps. The players that make up the slides should keep a few things in mind. Everyone does not need to be in every slide. If the story is going in a certain direction try to continue with the story. Save the crazy positions for later in the scene or when the scene is dying. The players need to support the presenter and listen to the presenter. Eventually a story will be told and the slide show will end. 
Gimmicks: 
The players on stage can get into stranger and stranger positions. All the players can run off stage leaving a blank stage. The players can keep the same position slide after slide. The presenter can comment that a slide is in backwards, or upside down, or out of focus requiring the players to accommodate the slide. 
Variations: 
Usually this is a travel monologue with photos. Slide show could just as easily be a series of wedding photos, an instruction manual, or pictures of a birthday party. 
44.  Soliloquies
Introduction:

In this scene the players have the actors’ vain luxury of breaking out into a soliloquy whenever they feel like it, and whenever you least expect it. 
Description:
A soliloquy is any monologue where the player reveals innermost information about themself with no intent of addressing a particular listener. If a spotlight can be thrown onto the player that is ideal. The other players in the scene must throw focus to the player doing the soliloquy. Ideally a soliloquy will both advance the scene and develop the character. 

45.  Soundscape 

Synonyms:
Sound effects, Foley, soundstage 
Introduction:
In this scene you, the audience, are responsible for the sounds effects in this scene. When a player walks across the stage we will need foot steps, when a door is opened we will need a door sound. 
Description:
Do a normal scene. In the beginning, move a bit more slowly than normal so that the audience can get the hang of what is happening. Like any other scene, activity is a good thing. It is essential here. Accept the reality of the sounds, try not to comment on the nature of odd sounding doors or sick sounding carpets. 
Gimmicks:
Start to move really fast so that the audience cannot keep up with the sounds. Introduce something into the scene that has no known sound. 
Variations:
Sometimes a microphone is given to one player that is responsible for all the Foley in a scene. This is a good idea with a really large or destructive audience. 

46.  Space Jump 

Synonyms:
Ascending freeze 
Introduction:
This game will consist of a series of different scenes. The first scene will have one player, the next will have two players, and so on. At some point in the one player scene we will yell freeze, and the next person will jump in and justify the positions and start a new scene. This will continue until all five players are in the scene. At that point the players will leave in the reverse order that they came in. As the players leave you will see all the previous scenes taking place as if time had passed and justifying their new physical positions. Simple huh? 
Description:
This is just a simple game of freeze. The twist is that you must justify the positions of several other people when you start your scene. The next twist is that you must remember where in the order your scene is. The player that started the scene (i.e., the third player in the three person scene) is responsible for reminding all the others which scene it is when the game returns to their scene. A trick is to remember the scene that follows yours. Then you will be cued that when that player leaves, your scene is next, and you will deftly remind all the other players.   When the scene includes all five players, the fifth player must find some reason to exit the scene, preferably within the context of the scene. Then the fourth scene spontaneously starts, and the fourth player finds a reason to leave, and the third scene starts and so on. I have seen this work successfully with 16 people. 
Variations:
Described above is the ascending/descending version. There is another version where the scene numbers are randomly called out and the players jump on and off as cued. When each scene returns it will be advanced in time, and the positions must be justified. 

47.  Split Environments 

Synonyms:
Shared worlds 
Introduction:
In this scene two players will be in the same scene, however each player will believe that each is in a different environment. If one player believes that she/he is in an air traffic control tower, she/he will respond to everything that the other player does as if she/he were in an air traffic control tower. However the other player will believe that she/he is in a batter's cage. [Get two contrasting and physical environments.] 
Description:
In this scene the two players interact as described. Each must maintain their own reality as strongly as possible and react to what the other player does as if it were in their reality. Now that I have repeated that often enough... If the player that is in the batter's cage says, 'okay let them fly.' The player in the air traffic control tower might give clearance for take-off. If the player in the air traffic control tower types at the console, the other player might think that special pre-batting finger warm-ups are being done. Etc. It is a very hard scene to do. There are enormous payoffs when the players listen, accept, and advance within their own well-defined environments. Does this sound familiar? 

48.  Stage Directions 

Synonyms:
Directors scene 
Introduction:
In this scene each player will be supplying the other player’s actions in the form of stage directions. Each time a player supplies a line, the other player in the scene will supply that player's action in the form of a stage direction. 
Description:
This scene is good for ensuring that players that don't give themselves activities on stage are endowed with them. The usual form goes like this. Player one says, "Hello there Jill." Player two immediately follows with, "She said running her fingers through her hair." Player one then runs her/his fingers through her/his hair in response to the stage direction. This continues through out the entire scene. There is obvious potential for massive pimping. "She said doing an interpretive dance." If that becomes necessary in a scene, then try and leave it until the end. 
Gimmicks:
Absurd stage directions, endowing physical traits, or emotions. 
Variations:
Stage directions are given by players offstage, who may or may not be able to see the players on-stage. 

49.  Subconscious Scene 

Synonyms:
Telepathy scene 
Introduction:
The players in this scene will reveal to you their innermost secrets by letting you in on their subconscious thoughts. 
Description:
At certain points in the scene the players break from their regular dialogue, turn to the audience, and let them in on their subconscious thoughts. These may be conflicting to those that the player is portraying on stage, or they may reveal further information that helps advance the scene. This subconscious information should be employed by the other players in a subtle fashion. This is similar to a soliloquy scene. 
Variations:
The subconscious voices can be played out by players offstage that may or may not (blind subconscious scene) be able to see the scene. The players can play each other's subconscious as well. 

50.  Superhero Eulogy 

Synonyms:
Eulogy 
Introduction:
We are all saddened by the recent demise of our local superhero [get the name of a superhero that doesn't exist]. Some of her friends are gathered here today to pay their last respects. Description:
Several players get up and tell what they know about the deceased superhero. There is a common pattern of someone knowing her before she developed her powers, a family member, her arch villain, and eventually her demise. The audience likes to hear how the superhero met her fate. It makes it easier for the players if this is left to the last speaker. The previous structure is just an example for those who have not seen the eulogy done before. It might be obvious to most, but doing a eulogy about a real person usually just brings the audience down. 

51.  Switch Characters 

Synonyms:
Exit stage right, understudies 
Introduction:
When the word switch is yelled all the players must change characters by replacing the character to their immediate right. The right most player will exit stage right. 
Description:
Not much to add here other than most of these scenes decay into some form of chaos. Be careful not crash into each other when moving from character to character. It is one scene where having a lot of players on stage makes the gimmick more fun. Brisk changes are better, and rapid choices about which character you are supposed to be (eventually you will be wrong) make the game more fun for everyone. 
Gimmicks:
Having a dead character makes for lots of movement, switching sexes. 
Variations:
Typewriter switch 

52.  Three Way Dubbing 

Synonyms:
Cross dubbing 
Introduction:
In this scene there will be three characters, and each of the character's voices will be supplied by one of the other players. [It is important to introduce all of the players and have each one test out the voice of the other] 
Description:
This is an extraordinarily challenging focus game. Accurate lip-synching is so essential. You not only have to be paying attention to when the actor that has your voice is speaking (you have to lip synch), you also must offer voice for another actor in the scene. 
Gimmicks:
Forcing a player to be lip-synching while dubbing another player. The game is already hard enough. 
Variations:
The number of players can be altered 

53.  Touch To Talk 
Introduction:

The only time that players are allowed to talk during this scene is when they are physically touching each other. 
Description:
This scene is meant to build nonverbal communication skills in the players. There certainly can be a fun scene in it as well. It is no fun to cheat and hold hands for the whole scene for no particular reason. There must be solid reasons for making physical contact within the context of the scene. Only speak during those brief moments of physical contact. 
Gimmicks:
Averting someone's touch. 
Variations:
Touch to shut up. The players have to talk constantly until they make physical contact somehow (an exercise to show how irritating constant blabbering can be). 

54.  Typewriter Scene 

Synonyms:
Word processing, author sketch 
Introduction:
In this scene one player will be typing out a story. As characters are introduced players will join in and act out the story. Occasionally they will add dialogue to the story. 
Description:
The typist/author usually sits aside from the other players and starts to type out a story. Everyone appreciates it if the typist bothers to mime typing as she/he speaks. As the scene progresses, the players acting out the scene share more and more with the typist that drives the scene. Ideally they will share the advancement of the story, switching from the typist to the players when she/he slows, and back again once the players slow. 
Gimmicks:
This game is wrought with internal gimmicks. Obviously the typist can pimp the players mercilessly. If this becomes the point of the game, i.e., the story has been lost, then it is recommended to start with little pimps and up the stakes later. The typist can also stop things and rewrite scenes. 
Variations:
This can be played as a switch game where everyone has a chance to be a typist. 

55.  Using The Last Scene 

Synonyms:
Continuation scene, pick-up 
Introduction:
The following scene will use information from the last scene that you just saw. It may continue, it may use the same characters, or it may use the same environment, but is some fashion it must be linked to the last scene. 
Description:
Just as the scene has been explained above. Most people like to see where the scene left off, but some time in the future. 

56.  Video Tape Machine 

Synonyms:
VCR, forwards/reverse 
Introduction:
The players will carry out a scene just like any other. The only difference is that someone [host, audience, off-stage player] will have a VCR controller. The controller can be used to fast forward the scene, reverse the scene, slow down the scene, or even worse. 
Description:
The players are recommended to have as simple a story as possible. Everyone must listen closely for the call to alter the tape. Fast forward/reverse is usually represented by frenetic action that ends when the tape is returned to play. When the tape is on play, again the scene proceeds in the future, or repeats itself. Try to facilitate the request as best as possible, do slow motion; repeat the line over and over. Reverse is hard (but most tape players don't have sound in reverse if you feel the need to wimp). 
Gimmicks:
Eject. This usually ends the scene. Tracking problems. 

Variations:
Forward/reverse. This is just like a VCR except that the only directions are forward and reverse. The players must step through the actions in reverse order, and then repeat them once forward restarts. Very hard.

Games
Taken from

http://www.humanpingpongball.com/gm.html
[Note:  These are in alphabetical order.  References may be made to other games which can be looked up alphabetically for explanation.]
1.  Alphabet

This scene has 26 lines. Each line must begin with the next sequential letter of the alphabet. There is no real need to start with 'A'. 

Variation: 
Get specific words that must be used for particular letters when it's time. 
2.  Accepting Game—“Sounds Good To Me”

Two improvisers play a scene where one of them is limited in dialogue. The limited improviser can only say one of the following three lines, "Sounds good to me!", "I'll go along with that!", and "O.K., great!". The unlimited improviser makes offers, and the limited improviser replies. The choices made should be active ones allowing for limited responses. This game is excellent if you are not in the mood to improvise. You can be active in the scene without blocking or wimping on an idea. 

Variation: 
Have an audience member come on stage and play the "Yes" character.
3.  Actor Switch

The scene begins. At some time during the scene, an off stage improviser replaces an on stage improviser, continuing as the character already established on stage. 

Variation: 
One actor is sent out of the room, then switches with an actor on stage. New improviser must discover whom they are playing. 
4.  Actors Nightmare/Playbook

Using an anthology of plays, an improviser asks for a page number. The improviser "holding book" must take all of her/his dialogue from the consecutive lines of dialogue of a single character, beginning on the assigned page. Teammates work to justify the dialogue. Keep the narrative moving. Tendency is to eventually treat the person holding book as if she/he is insane, which then obviates the need to justify the person at all. 

Variation:  
Person holding book reads the lines in reverse or random order. 
5.  Ahab And The Whale

The team gets three rules for the scene from the audience. For example, they can't have their feet on the floor, no words can begin with S, and they must sing when a player enters the scene. If any player fails to comply with these rules they are out of the scene and must justify leaving.
6.  Alliances

Improvisers perform a two-minute, four person scene. At the end of the two minutes, one person needs to have been excluded from the rest of the group, and it must not be you. This game used to be called exclusion, but that name is not the game. The object of this scene is not to exclude someone else, but to align yourself with someone else. If you have an ally with you, you can't be excluded. If you are the one being excluded, don't fight it, be excluded. The challenge is in trying to get an ally to join you. It is best to keep this scene physical and very specific.
7.  Alliteration

Improvisers ask for a letter of the alphabet and incorporate as many words beginning with that letter into the scene as possible. 

Variation:  
Each improviser asks for her/his own letter. 
Every word spoken is started with the given letter, even words that actually begin with other letters. (Ex: Kello! Ki kam kan kimprovisor).
8.  Alter Egos/Consciences

Scene where the thoughts of any or all characters are revealed by on-stage being(s) (angels and devils) or offstage voice(s). 
9.  American Sitcom

This is played like a bad American sitcom. It is set in a house with a talented pet, a cultural minority next-door, a physically disabled child, a "Dad" whose everything line is uproariously funny, a (hopefully) over-reactive audience, and a strong moral for the ending.   Players get several things from the audience:  

A special talent or trick for the family pet (Running in a circle, jumping on people's backs).

A cultural minority for the guy-next-door (Chinese, Scottish, American).
A physical disability for the unfortunate child (No legs, American).

A member of the audience to play the Dad.

A moral of the story to end the scene with (Crime doesn’t pay).

One member of the team is the dog/family pet. Whenever they do their special trick, the audience has to/is made to clap and whistle etc. Another plays the minority neighbor. Whenever they appear at the door, the audience is to let out one huge "HOOWAY" (Like the grand entrances of "Married with children") cheer. Another is the disabled child. Whenever they mention their affliction, the audience is to go "OOOOOAAAAHHHHH" (In the tradition of the "Full House" cute kids) example: "I can't climb that filing cabinet because (To audience) I've got no legs" "OOOOOAAAAHHHHH".  A shy looking person should be picked to play dad. They shouldn't talk much, but should be called upon to say something at crucial moments. The audience has to laugh stupidly loud at every single line this person says. Perhaps a section of the audience can be called upon to provide the funny screaming laughs that you get in the American laugh tracks. The scene must end with a character solving his or her problem of this episode, and everyone having a laughing good time after the moral is realized.  Oops. Sorry about the "Actual Mechanics of playing and not blah-de-blah", but the best way to play it is the actual mechanics. 
10.  Animal People

Improviser (or Improvisers) asks for an animal, and then plays the scene as a human with that animal's characteristics.
11.  Animals

A list of animals is taken from the audience. The different animals are called during the scene. Improvisers on stage then play the scene as if they are a human with the animal's characteristics. They do not play the animals. 
12.  Another Time, Another Place

A famous event is solicited from the audience. The players then enter the playing space alone or in pairs, doing very short scenes relating to the given event, only at a different time in history (never playing the actual event). Each new scene is prefaced by noting the time and place to be demonstrated. 
For example: The "event" is the invention of the first shoehorn. 
Player enters, states "Four Years Before. At the store." Then the player does a brief scene from that time (For example, they can't get their shoe on).  As soon as another player gets an idea, they "clap in," replace the first player(s), announce their time and place, and does their scene (Example: "three hundred years later," then plays a professor of anthropology discovering this "odd spoon"). 
13.  Attitudes

Improvisers ask for attitudes to have toward each other or a particular topic. Example: if 3 people are initially in the scene, you might get 2 attitudes from the audience ("impressed" and "indignant"). Then, each improviser plays the scene "in neutral" - endowing the other actors with one of the attitudes. Each actor will react indignantly towards one person's comments and impressed with the other. Each actor may assign different attitudes to different characters. 
14.  Audience Fantasy

Get an audience member's most embarrassing moment. Play it the way they wished it had been. You may want to play it straight first, depending on the story.
15.  Ballet

Scene is performed in the style of a ballet, often with a narrator. May choose to use music, but not necessary. Usually performed without speaking, except for the narrator's part. Works best when the dancers are fully committed to dancing their best 
16.  Based On An Adjective/The "Blank" Family

Improvisers ask for an adjective (e.g.: 'creepy'). Must play the scene with as much 'creepiness' as possible. Or each player may ask for a different adjective, and not just performing funny moves.
17.  Beyond Words

Scene in which the emotions are so profound that words cannot express the emotions and therefore, are not used. 
18.  Bionic Parts

Each player asks the audience for a body part. This part of their body then becomes bionic and is far more capable than a normal body part.
19.  Body Parts

Any scene where a body part is endowed with something or is a focus point. Scenes such as Emotional Body Parts, where a part has an emotion (Sad elbows); Body Leads, where a characters movement (center) is led by a particular part of the body; and Body Wire, where your body is suspended by a body part while the rest of your body is relaxed, all fit into this category. asks the audience for a body part. This part of their body then becomes bionic and is far more capable than a normal body part. 
20.  Boris

Scene in which an improviser is interrogated. The improviser being interrogated is worked over by an invisible thug of gigantic proportions (often named Boris). Whenever the interrogator does not get a satisfactory answer, Boris thrashes the prisoner. The person interrogated is responsible for physically carrying out the orders to Boris.   Remember - the prisoner does not want to be thrashed, but the Interrogator is a cruel one. 
21.  Bus Stop

Two players sit on a bench and begin a scene. Whenever the host feels the scene is dragging or "they just feel like it" they says, "here comes the bus", and one of the players exits and another comes on. The person remaining on stage should keep their character but it's not the law. 
22.  Call From Ray

A scene is begun in a given location. At some point during the scene an onstage improviser receives a "Call from Ray", which then must be incorporated into the scene. The "call" may come in any form (smoke signal, Morse code, etc.), and Ray may or may not appear in the scene. 
23.  Paper Cards

Situation is given. The stage is strewn with pieces of paper each containing single, unrelated lines of dialogue (or each improviser has a stack of cards). A scene is played, randomly incorporating these lines of dialogue. 

Variation: 
Have emotions written on the papers. You could read the emotion, but it's far better to actually just show it.   Have stage directions on the papers. 
24.  Chain Mail Murder Mystery

Scene is played in Gibberish. One improviser remains on stage, the rest of the team leaves the playing area. The on stage improviser gets an occupation, a room in a house or building, and an object (not considered dangerous) which will be used in the scene as a murder weapon. The actors are brought back into the playing area. In gibberish, the on stage improviser endows off stage improviser #1 with the three pieces of information. When the endowing improviser is convinced that the endowed improviser knows what the weapon is, she/he should be killed by it. Then improviser 2 communicates the information to improviser 3, and finally, 3 to 4. The MC then asks the final improviser what the 3 pieces of information were. Score is not affected by correct or incorrect answers. Remember that the scene is timed, usually with one minute per off stage improviser. The object is to get all the improvisers through in the allotted time (usually 3 minutes). There is nothing wrong with improvisers REPEATING EXACTLY the actions from the previous improviser. The audience is encouraged to applaud each time the improviser correctly "identifies" the piece of information being transmitted. 
25.  Chance Of A Lifetime

A person is chosen from the audience and is questioned about something they have always wanted to do. They are then brought on-stage where they get to live that Chance of A Lifetime.
26.  Characters From The Audience

Audience provides character traits or types for the improvisers to use during the scene. 
27.  Clashing Environments

Improvisers ask for two environments (unrelated). Environments merge during the scene (e.g.: Discover America during A Roman Orgy).
28.  Commercial

Improvisers ask the audience for a fictitious product. The team then acts as a production company writing a slogan, jingle, or commercial - demonstrating what the product does. Similar to "Yes, And..."  May simply be presented as the actual commercial. 
29.  Continuation

Opposing team begins a scene. After 30 seconds, MC stops the scene. The offstage team assumes the positions and characters of the onstage team, playing the rest of the scene. 

Variation: 
Instead of replacing onstage team en masse, off stage improvisers substitute one at a time. 
30.  Cross Talk

Improvisers A, B and C perform a scene; A speaks for B, B for C and C for A. Good luck. 
31.  Cutting Room

The scene is interrupted by an off stage "cutter" who directs the action to points in time and locations before or after what is being played on stage. Actors make offers in their dialogue like, "Do you remember the first time we talked like this..." 
32.  Day In The Life

Improvisers ask an audience member for an actual day in their life. Improvisers recreate the day as they see fit. Can be an average day, or a first day at work, or a rite of passage, or a family vacation experience.
33.  Detective

The object of the scene is to solve a crime. One player is an internal narrator (usually the detective's sidekick). Another is the detective. Objects taken from the audience become the clues in the scene as they track down the villain. 
34.  Family Dinner/Dinner At Joe's
An audience member is brought down front. The scene is played as a family event involving the family of the subject. No more than the names of the members should be taken from the subject. The scene is played. Any time an offer is made the subject has the option of ringing a bell to signal a correct offer, or making a noise to signal an incorrect offer. The players must then adjust to the failed offer and try again. 
35.  Dire Consequences

Similar in format to Spoon River except one player has, as their story, a day in the life of an audience member. This central player recounts the story of their day while the other players are continually in dire situations caused as a consequence of this person going about their daily business. 
36.  Director

Title is given for the scene. "Actors" begin a "rehearsal" of the piece. Periodically, they are stopped by the "director" who gives new emphasis or emotional focus to the scene. This game can also be played with the audience playing the character of "Steve". When the "director" needs an emotion, a physical direction, etc., they consult "Steve" to fill in the blanks. 
37.  Do Run Run

If you don't know the tune of the original song, don't bother reading this. Three players form a line. The first sings a line with rhyme A, then all sing "Da do run run run da do run run." The second player then sings a line that rhymes with A and then all sing "Da do run run run da do run run... ba daa dum... Yeah..." Then player three sings three short lines that all rhyme B. Between each line all sing "Ba daa dum... Yeah..." At the end of the third line all sing "Da do run run run da do run run." 
38.  Double Lists

A list scene where two lists are used to change the improvisers in a single scene. For instance, Emotions and Film Styles, a scene begins neutral, then the emotion "Happy" is called. The scene becomes "Happy", after awhile, the film style "Sci-Fi" is called. The scene becomes a "Happy, Sci-Fi" scene, if the emotion changes to "Sad", then the scene becomes a "Sad Sci-Fi" scene. If the film style changes to "Film Noir", it becomes a "Sad, Film Noir", etc. Take your time with this game and make the transitions slowly. 

Variation: 

Jump into a different position to do another round. 
39.  Double Speak

One improviser on stage speaks for all the other improvisers in the scene, as well as for themselves. 
40.  Dramatic Situations

The improvisers draw a card from the "36 Dramatic Situations" Cards (by Georges Polti), and then base their scene on the elements of plot and character given on the card. 
41.  Dramatis Personae

Each person is assigned a famous personality from history or current affairs and a location in which their scene is played. 
42.  Driver's Licenses

Each player gets a photo ID from the audience. They then base their characters on the photos. Keep the card with you and refer to it throughout the scene. 
43.  Dubbing

Offstage improvisers provide the voices for the onstage characters and action. May be played as a Foreign Film. 

Variation: 
The voice players do not watch the scene and therefore may contradict the scene. The body players must justify what they're saying. 
44.  Emotional Party/Bus Driver

Each improviser gets an emotion. As they enter the party, the emotion of the party changes. As each person leaves, the emotion returns to the previous improvisers (kind of an emotional Growing and Shrinking Machine). People can enter and leave as many times as justifiable. Emotions can be played as "instantly transforming" the scene, or more subtly. 

Variation: 
The emotion changes only on an entrance. This keeps it clearer what to play when somebody exits. 
45.  Emotions

A list of emotions is taken from the audience. Make sure they vary; most audiences will readily supply hostile/active emotions. Improvisers onstage begin the scene in neutral, then vary the scene as an off stage improviser calls out emotions from the list. On stage improvisers must justify the rapid changes in emotion. May be played with one improviser remaining "neutral" and the other taking on the emotional characteristics. 
46.  Ending In Blank

Scene must end with a specific event or phrase.
47.  Environment/Hidden Word Endowment

All members of the team leave the playing area. The MC asks the audience for an environment and for 3 words which might be used in that place. The MC then coaches the audience to respond to the teams to let them know when they are getting "warmer" vies a vies the 3 words. When the improvisers return to the stage, they are given the environment. 
48.  Environment In A Minute

Improvisers create as complete an environment as possible in one minute. Variation is to play the scene without words, in gibberish. 
49.  Experts/Dignitaries

At least one improviser is an expert on a topic of the audience choosing. Talk shows, lectures, debates or interviews have been used. 
50.  Fairy Tales

Divide the class into teams with 6-8 people. Have each group improvise on a familiar fairy tale, or make up a new one. [Works well to get suggestions from the audience.]  Make sure to have one person from each group play the narrator while the others act as characters and props to help tell the story. Give each group 2-3 minutes to tell the fairy tale. Then have each group perform the story in one minute; finally, make each team tell the story in 30 seconds or less. 
51.  Famous Last Words—“Kiss Me Hardy”

Famous last words are given, either real or imagined. Scene is played accounting for those words. 
52.  Famous Person Endowment

Two improvisers leave the stage area. 3rd improviser gets 2 famous people. The 2 improvisers are called back to the playing area. Improviser 3 arbitrarily assigns to each improviser who the OTHER improviser is (e.g.: improviser 1 has to endow improviser 2 with being Mickey Mantle, Improviser 2 endows improviser 1 with being Marie Antoinette). This scene is played in English. Like all endowment scenes, this is not a charades scene.
53.  Film Rollback

Scene begins. At some point, the scene is stopped and returned to a designated event. The scene then proceeds in a different direction from that point. 
54.  First Line Last Line

Improvisers are given a first line and an unrelated last line of dialogue. Scene begins and ends with these lines. 
55.  Five Letter Word

A five-letter word is taken from the audience. The letters of this word are used as the first letters of each line of subsequent dialog. So the first letter of each new speaker should spell out the word. Cycle through the word as many times as necessary. Five letters is best because it lets all the players get to all the letters (unless you have a 5 player scene!). 
56.  Five Things

One improviser leaves the playing area while the partners get 5 activities from the audience. Improviser is then brought back to the stage where they are endowed to perform the 5 activities. The activities should be unrelated BUT the improvisers should attempt to incorporate the activities into a linear narrative. The scene is most successful if the person trying to guess the activities does whatever comes to mind. It is up to the improvisers "in the know" to guide the guesser. Again, this is not a game of charades. Never forget narrative. 
57.  Foley Room

In the Film World, the Foley Room is the room in which the soundtrack is enhanced. To play Foley Room, someone must bring in a collection of noisemakers. One team plays the scene, and the other team uses the noisemakers to enhance the scene. Both teams should justify the sounds. A one-minute 'familiarization' period with the noisemakers can be helpful.
58.  Foreign Vacation

The improvisers get a foreign country from the audience, like "Spain". A scene is played where an English-speaking visitor is incorporated. But the "English Speaker" speaks in gibberish and the "Foreigners”, in the example, the Spaniards, speak understandable English. 

Variation: 
Someone offstage can say "switch" and the ones speaking gibberish can then be understood, while the others begin speaking in gibberish. 
59.  Fortune Cookie

A fortune cookie is opened and read aloud. Scene must use the fortune in some fashion (e.g.: philosophical base, an event that takes place during the scene). Each improviser may open a fortune cookie, basing their character on the fortune. 

Variation: 
The cookie can be opened in the middle of the scene and used as a pivotal line of dialog.
60.  Quadrants/Zones/Four Square

Improvisers divide stage into quadrants and get suggestions (emotions, -isms, etc.) for each quadrant. Improvisers play the scene, changing their style as they change stage quadrants. Changes must be justifiable. 
61.  Free Association

Improviser or audience member free associates for 30 seconds. The team plays a scene or tells a story based on the free association, using as many of the images as possible. Stress narrative. 
62.  Genres

Get list of genres from the audience (styles of...books, plays, movies, paintings, etc). Play the scene in the different styles as the scene progresses. 
63.  Gibberish Joke

A (very funny) joke is told in gibberish to the audience by a single comedian. The teller is constantly interrupted by an assistant, forcing the jokester to retell the joke from the beginning. 

Variation: 
The joke is told alternating between Gibberish and English.
64.  Gibberish Reunion

A group of improvisers enter a playing area speaking gibberish. They are at a reunion and haven't seen each other in a long time. After a few minutes of catching up with each other in their native language, they gather in a circle. They begin to sing gibberish songs they all know. Each person or small groups may step into the circle and sing a verse or dance a native dance. When the song ends, they all say good-bye, then leave.
65.  Gibberish Translation—Foreign Poet

A poem or opera or ... is translated by an interpreter for the audience and/or other improvisers. 
66.  Growing And Shrinking Machine

Begin with Improviser 1 on stage. Improviser 2 freezes the scene, jumps on stage, and begins a new scene with Improviser 1. Unlike Freeze Tag, improvisers do not tag out of the scenes. Eventually, all team improvisers will be on stage (up to 4 improvisers). Same for Improvisers 3 and 4. Then!!! Improviser 4 must find a justifiable reason to leave the stage, the scene reverts back to the original 3-person scene, but time has passed, the improvisers are in new positions WHICH MUST BE JUSTIFIED. Then Improviser 3 finds a justifiable reason to leave the stage - back to the 2-person scene. Finally, improviser 2 leaves - back to the solo scene. It is important to justify the new positions during the shrinking phase of the game, not to simply jump into the original scene at the next moment. 
67.  Half Life

Perform a 30 second scene about anything. Repeat as best you can in 15 seconds. Again in 7 seconds. Again in 3. And finally in 1 second. It is important to have clean, discernible beats so the repetition is clear. Be sure to do a full 30-second scene, if there is time spent standing around it won't get hard until you reach the shorter times. 
68.  Hats

Two improvisers, from opposing teams, put on hats of approximately equal dimensions. Scene ends when one improviser (a) grabs the hat off her/his opponent’s head or (b) tries to grab the opponent’s hat and misses. Play the scene for reality. A hat grab, the move to grab a hat, or defend a hat needs to be justifiable within the scene. The scene is often played with a 15 second "window" at the beginning in which improvisers cannot go for the hats. 
69.  He Said She Said

Two improvisers. Each improviser describes the action of their partner. Example: Improviser 1, "I'd like to talk to you, Mabel." Improviser 2, "He said, standing up and putting his hands on his hips." Improviser 1 carries out that physical action as improviser 2 continues, "All right." Improviser 1 says, "She said, pulling out her bullwhip and snapping it over his head." Improvisers refer to each other in 3rd person to keep the narrative strong. The idea, like every other improv scene, is to endow your partner with do-able action. It gives the improvisers an excellent view on how to endow. 
70.  Headline

A headline, real or imagined, is taken from the audience. Scene is played illustrating the headline. 
71.  Hearing Impaired

Two players perform a basic expert scene. A third player translates the conversation into sign language.
72.  Helping Hands

One improviser stands in front of another improviser. The improviser in front wraps her/his arms around the improviser behind. The improviser behind then uses her/his own arms as the front improvisers arms. 

Variation: 
A different improviser plays each arm of the third improviser. 
73.  Through The Ages—Historical Replay

Get three periods in history, and then play the scene as if it took place in those time periods. 
74.  Hitch Hiker

A group of players start out traveling in a car. They come across a hitchhiker, who they pick up. This hitchhiker has a strange affliction, some sort of physical twitch or verbal oddity which everyone in the car catches, trying to justify what they're doing. Then one person gets out of the car. Another hitchhiker is found and it all happens again and again and again. 
75.  Horoscope

A situation is given and a scene played out during which a horoscope from a magazine is read out in parts. The central character in the scene plays her/his part according to the horoscope. 
76.  Human Prop

Other improvisers or members of the audience are used as props. 
77.  I Love You

Usually played as a serious scene. The words "I love you" are played as either the subtext for the entire scene, without ever being stated, or as the final words of the scene. 
78.  In A ____, With A ____

Improvisers get audience suggestions to fill in the blanks IN A _____ WITH A _____ (WHILE _____). Scene does not necessarily begin with the suggestions, but may move toward that moment. Or it may begin at the suggestion and proceed wherever it might. Variations of the game are single blanks, or combining two of the three. 
79.  In The Audience

Stage lights are turned off, House lights are turned on. The scene is played entirely in the audience. 
80.  Inner Mono Song

A scene begins with spoken dialogue. At any given point or at a signal from an offstage improviser, one of the characters sings their thoughts as an "Inner/Mono Song". None of the onstage characters can hear the song. When the character is done, they step back into the scene and continue with the dialogue. 
81.  Inner Monologue

Improvisers perform the scene while off stage "voices" create the inner monologue - what they are REALLY thinking. May be played with just one character having an inner monologue. Or with the actors giving their own inner monologue directly to the audience, in the style of a Shakespearian aside. 
82.  Innuendo
Scene is played with as much innuendo, double entendre, or suggestive dialogue as possible. Can be one on one or played as a tag team scene. 
83.  Inside Out

Two improvisers start in the middle of a scene. One of them precedes backwards through time to the "beginning" of the scene, the other goes forwards to the "end" of the scene. They essentially ignore each other physically and you only hear half of each conversation, but they still need to be telling one whole story.
84.  Insult Relay

Tag team insults. Get it? Some get it, other don't.
85.  Interference

Team begins a scene. Opposing team attempts to take focus without speaking, making noise or touching the "on stage" team. You can also play this where the opposing team MAY touch the "on stage" team. 
86.  Internal Narrative

One improviser narrates the story, usually in the 1st person. Rest of the improvisers interacts with her/him, providing environment, supporting characters, etc. More than one improviser may supply the internal narration. 
87.  Invent-A-Game

The improvisers get the name of a yet to be invented scene format. One of the improvisers takes the stage and provides an improvised definition of the format. Then the improvisers play the scene as defined. Good for finding new formats! 
88.  Invisibility

One or more characters in the scene are invisible to each other. The other improvisers respond (1) as if they are visible - with no actor, like in Harvey; (2) as if they are invisible, but audible - voice provided by miked improviser off stage; (3) as if they are invisible and inaudible - with an actor playing a ghost as in Blithe Spirit. 
89.  Just A Minute

Based on a radio program on the BBC, this scene begins with a group of improvisers (usually four) standing in a line. Facing them is another improviser who acts as Judge. The improvisers select a general topic of discussion, a one-minute timer is started, and the judge picks one person to start talking about that topic. The person talking can speak of an actual experience in that topic, they can make up a story around the theme, they can state facts about that topic, or anything they want. The other improvisers try to challenge the speaker on ANY grounds. Challenges can be for repetition, boredom, off the topic, anything at all. The clock stops and the Judge decides if the challenge is valid or not. If the challenge is not valid, the clock and the speaker continue. However if the challenge is upheld, the challenger gets the floor, and begins speaking on the same topic. The challenging continues, if someone who has started their story gets the floor back, they must continue with the same story they were telling when they lost the floor. The improviser talking at the end of the one-minute time limit wins. This game is not a narrative game and should be played for fun. 
90.  Language Barrier/Dignitaries/Experts

Two improvisers meet on stage who speak different languages. They both speak in gibberish as far as the audience is concerned. Another improviser acts as a translator. The two improvisers can also act as experts on a specific subject, such as pantyhose, and the translator not only translates their gibberish but takes questions from the audience (ex: How are pantyhose made?).
91.  Lecture

Two experts stand shoulder to shoulder on stage. They each get a topic to discuss. They both begin to lecture on their topic, speaking at the same time and ignoring the other expert. As the lecture continues, they begin to pick up on each other’s words, etc, as in Phone Bank. 
92.  Light Booth

Scene is driven by changing the lights. Light changes are made at the light board operator’s discretion. Improvisers must keep up with and justify the changes.
93.  Lists

A list of suggestions is taken from the audience. During the scene an off-stage improviser calls various entries from the list and the improvisers on stage must justify and use the suggestion. Entries in the list can be called for the entire scene or particular improvisers. 
94.  MacGyver

Ask the audience for three household objects and a major disaster. During the scene, use the objects to avert the disaster. 
95.  Machine/Monster/Slow-Mo Riot
Improvisers begin a machine in the regular fashion, the machine then evolves into a single monster that roams the stage, the monster transforms into a slow motion riot, then back into a monster, then back into a machine. 
96.  Machine Scene

Improvisers create a machine, and then move into a scene suggested by either the machine or their own motions. At the end of the scene, they create a new machine. 
Variation: 
The MC or opposing team specifies the number of machine/scene transformations. 
97.  Machine

Improvisers form parts of a machine using their bodies in repetitive movements and sounds. Machine may make an object, an emotion, a genre of art, etc. The audience suggests machine. 

98.  Madrigal

Works best with singers. Each player gets a phrase or line. For Example: Player 1 gets a "Simple phrase from the Bible or Shakespeare." Player 2 gets a "Common Advertising Slogan". Player 3 gets a "Fictitious Headline from The Enquirer." Player 1 sings her/his phrase through twice. Then Player 2, then Player 3. After all three lines have been heard; the singers weave words and phrases in and out of each other’s lines, creating new lines. Similar to Phone Bank. Singers trade focus, harmonies, tempos, words, etc. 
99.  Making Faces

Three Improvisers sit shoulder to shoulder, the one in the middle is the master, and the outer two are the servants. The master is planning a gathering and is giving the servants orders; she/he may only speak at one servant or the other. When the master is not looking at them, the servants make faces behind her/his back, trying not to get caught. If the master catches them, she/he fires them instantly, and they are replaced with another servant. The idea is for the servants to take bigger and bigger risks with making faces. If they play it safe, the audience will lose interest. They want to see the servants misbehave. The master should play this strictly, showing no mercy, to create a sense of danger. 
100.  Mantra
Play a scene where the improvisers have a hidden inner monologue (Mantra) that they keep repeating to themselves and try to embody during the scene. If the mantra is "I love you", the character should try to play "I love you" with everything they do. Everything is played with the hidden objective. To teach this scene, have two improvisers play a neutral scene. Ask them to recite, to themselves, the first line of a familiar nursery rhyme. Ask them to respond to questions as they keep the rhyme running in their heads. They should have problems responding to the questions. Next, have them play their neutral scene again, this time with an "I love you" or "I hate you" mantra. The key to the mantra scene is to play the mantra truthfully within the context of the scene. If your mantra is "I love you", you should show your love in actions and what you say, you should always TRY to say "I love you" in everything you say, but only say "I love you" if you can do it truthfully in the context of the scene. Some basic mantras are; "I love you", "I hate you", " I want nothing", "I'm better than you.", etc. The list of possibilities is endless. After some time, you may want to work with more complex mantras, such as "I love you, but I want you to go", "I hate you, but I want you to stay", etc. Again the possibilities are endless. Eventually, you may play a mantra combined with an objective such as "I love you, but I'm going to kill you", etc. Avoid falling into "talking heads" scenes. 
101.  Minute Long Scene 

Scenes that take place in one minute. May include: Deaths in a Minute, Epic in a Minute, Most Justifiable Entrances and Exits in a Minute, Most Complete Scenes in a Minute, _______ In a Minute, Most Scenes Using the Same Inanimate Object, etc. 
102.  Mirror Faces

Situation given, members of the opposing team (or audience members) adopt a facial expression, they turn to each member of the playing team. Playing team members adopt one of the faces. This becomes a character or plot offer for the scene played. 

Variation: 
Mirror Bodies. Same as above, except that it is a body shape being provided by the other team or audience member.
103.  Miscellaneous Media Challenge

Scene is based on some kind of published material. Maybe in the form of a newspaper headline (real or imagined), personal ad, letter to Dear Abby, TV Guide Synopsis, entry from Believe it or Not, Guinness Book of World Records, etc. The shorter the original source, the better. 
104.  Move On

A player stands off stage and calls "Move On" every 20 seconds. The players on stage must change to a new scene every time it is called. They can change who is in the scene, location, time, and anything else that makes sense. The goal is to start with fairly disparate scenes and then work to get them to meet by the end. 
105.  Moving Bodies/Puppets

Audience members or teammates provide the locomotion for the improvisers on stage. Improvisers may not move any part of their own bodies (except to provide dialogue by moving their mouths). Movers should put the "puppets" in challenging positions, and puppets should challenge the puppeteers with their verbal endowments. 
106.  Moving Boxes

Several stage cubes of the same height are needed. One player is responsible for moving the cubes so that they form a floor for the other players in the scene. If a player steps somewhere and there is no cube, the scene is over. 
107.  Murder Endowment

Note: This is not the same as Chain Murder Endowment.
Audience chooses a murderer from the playing team. The murderer then leaves the playing area. The remaining improvisers then get a location, a murder weapon, and a victim. Improviser returns. The scene is then played with the partners endowing the murderer with information so that she/he kills the right person, in the right place, with the right weapon. 
108.  Musical Hotspot/Sing-Speak

Players begin a straight scene. At any time, the musician may start playing, the players must cease normal speaking, and break into song. When the musician stops, the players immediately return to normal speaking. 
109.  Mutual Moving Bodies

Like regular Moving Bodies with one notable exception, all the movers are in the scene. Improviser A moves Improviser B, Improviser B moves Improviser C, Improviser C moves Improviser A. When a character onstage has to move another character, they simply break their position, move the other character, and get back into position to be moved. 
110.  Narrated Scene

One improviser adopts a style of narrative, title of story, etc. Narrator tells the story which she/he may or may not be a part of. 
111.  Narrative Scene

An open challenge allowing the improvisers to perform any type of scene where the storyline is the major focus of the scene. As opposed to a "gag scene" like endowments or fill in the blank. 
112.  New York Madrigal

Madrigal format, but rather than sing and play off the same few sentences, a singer can advance the story with each line they sing. As each advancing line is sung, the others combine the line with previous lines and sing in the regular madrigal format. 
113.  Nightmare
Similar to Day In The Life, except that the person's life is played as a nightmare. 

Variation: 
The improvisers have an audience member share what they did today, and then enact the nightmare they will have tonight. 
114.  Nine Line

A scene which has only nine lines of dialogue, repeated with different Attitudes, Points of View or Genres. 3 improvisers, 3 lines each is a good place to start. 
115.  Reminiscence/Nostalgia

One or more improvisers reminisce about events/people from the past. Other improvisers create the scene. Person reminiscing may weave in and out of the flashback.
116.  Object Endowment

One improviser is sent out of the room, and a list of objects is gotten from the audience. The other improvisers try to endow the unknowing improviser to use the objects given.
117.  Obsessions

Each improviser gets an obsession. Try to get more general obsessions as opposed to more specific ones (e.g.: late model Camaros). People tend to play obsessions at one level of intensity. Vary the intensity. Don't make the obsession the focus of the scene; keep the narrative going. 
118.  Occupation Endowment

A single occupation or a series of occupations is gotten from the audience. The other improvisers try to endow the unknowing improviser with that occupation, or occupations. 
119.  One Act Tag

Like freeze tag, except that the improvisers play one character throughout the tag. Every time an improviser tags in, they play the same character. Eventually, the scene takes on a "Soap Opera" quality. Remember to justify the position, as well as the relationship each time. 
120.  One On One

One member from each team is selected to play one on one with member of other team. May play Status, Love, Sincere, Humble, etc. Usually a timed scene. Each improviser’s tries to be the most ________.
121.  One Word Scene Mutants

Two improvisers tell a story, alternating one word at a time, acting out the action of the story as it is told. Story should be kept in the present tense, so that action is accomplished rather than talked about. 
122.  Only Questions

Do you understand this challenge? Can you tell that no statements are allowed to be made? Can this be explained anymore clearly? 
123.  Scene From Nothing Open Scene

No suggestion is taken from the audience. There is no pre-planning of the scene. Improviser(s) get(s) up on stage, the scene begins. 
124.  Stop Action Narrative Options

Scene begins with a suggestion from the audience. The improvisers begin playing the scene. Periodically, the narrator will stop the scene and ask the audience where the story goes next. Question may be informational ("Who calls on the phone?") or interpretive ("Regis is deathly afraid of the next object Mary shows him, what is that object?") The actors on stage should be constantly challenging the narrator with opportunities to stop the narrative in order to ask a question. 
125.  Order A Coke

Scene is played in whatever manner the improvisers choose. But at some point during the scene, one of the improvisers must, justifiably, order a coke. 
126.  Panel Experts Endowment

You have three experts on a given topic. Each expert is introduced by the expert before them. During the introduction, the upcoming expert is endowed with a particular trait; this may be a speech pattern, a nervous tick, a physical limitation, an obsession, etc. The upcoming expert then plays the endowment for the remainder of the scene, and endows the next expert.
127.  Pecking Order

Each improviser picks a number corresponding to the number of improvisers on stage (e.g.: if there are three people on stage, all improvisers pick a number between 1 - 3). Improvisers don't tell each other what number they have chosen for themselves, so it is conceivable that all improvisers might choose the same number. #1 is considered the highest status. The highest number (going back to the previous example, would be "3") is considered the lowest status. Scene is played with improvisers projecting their own status - one does what one must to demonstrate to the others the status they have chosen. Scenes are most interesting when more than one person chooses the same number. One person may play "1" the way someone else plays "3". The status can also be given in secret to each improviser by an improviser not in the scene. 

128.  Pecking Order Hats

Played as Pecking Order, except that the improvisers wear their numbers on hats. If a 2 is able to grab 1's hat, then they switch pecking positions. So a 4 could work her/his way to the 1 position by the end of the scene. When playing this scene, don't worry about the hats, if it's going to be taken, let it be taken. The fun is in trying to get it back. 
129.  Performance Art

Title is self explanatory. The key to a successful scene is to perform it with an intention of purpose and meaning - even if the improvisers don't have the same intention, the presentation will be more convincing.
130.  Personality Murder Endowment

Same as Chain Murder, except, instead of a location, the team gets a famous personality. 
131.  Phone Bank

Improvisers begin the scene as if they are standing in front of a bank of pay telephones - at a public location. Each improviser may ask the audience for a professional problem, an emotion, or an object, etc. First improviser steps up to a phone, calls someone, and begins a conversation that relates to the suggestion from the audience. After the tone and rhythm of the conversation is established, improviser 2 does the same thing. Improviser 1 fades out of the conversation for a while. After Improviser 2 is established, Improviser 3 calls someone, etc. This process continues until all the improvisers are on the phone. At this point, improvisers trade focus of the scene back and forth, using words, phrases, emotions, etc from each other’s conversations in order to temporarily take the focus of the scene. Gradually, each improviser hangs up. Scene should be played like a chamber music piece: volume changes, speed of conversation changes, rapidity of people taking focus changes, etc. 
132.  Physical Contact

Improvisers only speak when they are in physical contact with each other. Invented as an exercise by Viola Spolin to lessen resistance on involvement and relationships in scenes. Improvisers can secretly choose to endow themselves with this quality.
133.  Physical Thermometer

Teammate holds hand in front of another improviser’s forehead. Slowly, the hand is lowered toward the improviser’s feet. At some part of the improviser’s body, an audience member shouts, "Stop". That becomes the part of the body that 'leads' the improviser’s character. Each improviser gets a leading part. 
134.  Pick-Up Scene

Pick an audience member. Bring them on stage, or not. Two or more players compete for their affection and try to pick them up.
135.  Supply The Word

Two audience volunteers are brought on stage and assigned a playing partner. Whenever the playing partner hesitates or searches for the right word, the audience member provides it.
136.  Pivot

Imagine that the stage is a large disk, balanced on a single point. As an improviser moves around on the stage, the balance of the stage is affected. Improvisers must compensate for each other’s movements, making sure that the stage is always balanced. 
137.  Plosives and Fricatives

Scene using as many plosives ("k", "p", "b", "t") and/or fricatives ("f", "s", "v" and "z") as possible. One person may ask for a single plosive or fricative, using it as many times as possible in the course of the scene. 
138.  Poetry Corner

Improvisers stand in a row. A suggestion is taken from the audience. One improviser steps out and says the first line of a poem based on the suggestion. The next improviser says the next line, etc., until the poem is finished. It is fun to play with various poetic forms, such as Limerick, Haiku, and Sonnet, just be sure you can actually do those forms. 
139.  Point Of View

Short scene is played with realistic characters. It is then replayed from the Point of View of each major character in the scene. Not necessary to repeat the dialogue exactly. Try to endow your character with the 'biggest' emotions, actions, etc. relative to the P.O.V. character. 
140.  Pop Up Storybook

On stage actors "pop up" from a lying position as the narrator tells the story. The narrator may "pull the tab" or "turn the wheel" to put some action in the page. Justification should be placed on both the narrator and the pop-up actors at various times throughout the story. 
141.  Position Vacant

Interview situation, occupation given. One or more people apply for a job. Interviewer is also a member of the team. 
142.  Potpourri

A list scene that incorporates many of the items from the other types of lists. For instance, you may have a single list with things like an animal, a film style, a playwright, an emotion, etc. So improvisers would shift from the emotion, "Sadness", to the film genre, "Western" in the same scene. 
143.  Props

Each improviser is assigned a prop. The improviser must use the prop thru the course of the scene. The prop may or may not be used to represent what it actually is. 

Variation: 
Add A Prop Scene begins without specific reference to props, but they are added to the scene by other improvisers throughout the scene. On stage improvisers must justify their appearance. 
144.  Puppets A La Ruse

Moving Bodies with a twist, when the "puppets" are moved, they continue to move in slow motion, with their momentum until sent into another direction, or stopped. If the mover taps the puppets arm, that arm begins to move in slow motion. If the arm is not stopped, or tapped in another direction, the movement would begin to affect the whole body. For instance, if tapped outward, the arm would eventually begin pulling the whole body outward in that direction. The whole scene generally takes on a "weightless" quality, with puppets floating through the air. 
145.  Radio Play

The scene works best with working microphones. The actors, like an old radio play, provide voices and all sound effects. May be played with the lights off, more interesting if the audience can see the actors working. 
146.  Realistic Scene

Improvisers play a scene for realism (fine line between "being real" and "being maudlin" - we tend to over emote these scenes). These scenes can have laughs (just like in real life). 
147.  Remote Control

An imaginary movie title is given; the movie is begun. At the discretion of an off stage improviser, "Fast Forward", "Rewind", "Slow Motion" is called out. The actors react accordingly. 
148.  Reverse Scene In The Dark

As in Scene In The Dark, except whenever the lights on stage are "on", the improvisers react as if they are in the dark. When on stage lights are "off", improvisers react as if the lights are on. 
149.  Right The Wrong
Improvisers ask an audience member for an actual experience where something went wrong, they were misunderstood, blamed, etc. The scene is then played in a way that corrects the problem and turns it into a positive story for the protagonist. 
150.  Rituals

Everyday activity or object is played as if part of a ritualistic ceremony. 
151.  Scene By The Numbers

Improvisers get a number from the audience. Scene is played, using only numbers as dialogue, counting down from the number given by the audience. Scene ends at "zero." 
152.  Scene From Music

Scene starts with music provided by music improviser. One or more improvisers dance to the music. After a short period of time, the MC blows the whistle; dancers freeze in position. They then begin a scene based on their physical positions. 
153.  Scene From Something

Can't discuss what you are going to do. One person gets up, gets a suggestion from the audience, and begins. 
154.  Scene In Reverse

Scene starts at the end, moves to the beginning. Actions, conversations, all cause and effect relationships are reversed. Can be used as a handle for almost anything. Dialogue is spoken in understandable English. 
155.  Scene In The Dark

Situation is given. At the lighting improvisers discretion, the lights go out on stage at some point. 
156.  Scene Three Ways

Team plays a short neutral scene. Then play the scene 2 more times as is "In The Style Of..." a playwright, a period in history, etc.   Some things that work well as styles: Emotions, Playwrights, Movies, Magazines, -isms (e.g.: socialism, cannibalism, etc.) 
157.  Scene To Music

Improvisers perform a scene to music provided by a live musician or the music improviser. May be a scene without words. Improvisers don't need to ask for a suggestion. Music may be played for the entire scene, cut off at some point, or changed during the course of the scene. If it changes, improvisers must justify the change. 

Variation: 
Music sets tone for characters. 
158.  Scene Without Humans 

Scene is played entirely without human characters appearing on stage. 
159.  Scene Without

Possibilities are limitless. Scene is played, for reality, as if the world were without ____ (e.g.: emotions, gravity, love, parents, food, etc.) 
160.  Scenes We Never Saw 

The team performs fictitious scenes from real movies. For example, Arnold breaks a nail in Terminator 2. There can be a bunch of scenes from one movie, or single scenes from a bunch of different movies. 
161.  Secret Word Endowment 

Team members face upstage, plugging their ears. MC asks the audience for a word for each of the improvisers. Using sheets of paper, a big marking pen, and tape, the MC tapes a word to each improvisers back. Scene as played as the improvisers attempt to get each other to say the word taped to their back. 
162.  Secrets Endowment 

Two improvisers, in turn, face upstage, plugging their ears. Improviser A asks the audience for a secret about Improviser B, and vice versa. In the course of the scene, each improviser has to endow the other with the appropriate secret.
163.  Secrets 

One or more players have a secret, which will affect the way they act in the scene. This secret doesn't have to be found out by the other players. 
164.  Sequel 

Perform the yet-to-be-seen sequel to a famous movie or fairy tale. This can be a complete scene, or just the trailer, with a lot of short scenes. 
165.  Serenade 

Bring an audience member onstage. Find out their name and three things that are important to them (favorite animals, food, colors, etc). The team groups around the person and sings a serenade using the various information. 

Variation: 
Just get the person's name and use the letters in it to start each line of the song. The chorus should just be about their name in full. 
164.  Sex Role Reversal 
Men play the stereotyped parts of women; women play the stereotyped parts of men. 
165.  Shared Story 

Like a regular Narrated Scene, Internal Narrative, or Typewriter, except that several characters narrate the story from their points of view. 
166.  Sideways Scene 

The stage floor is used as a wall in the reality of the scene. The back wall or the proscenium's "4th wall" becomes the floor of the stage reality. Allows improvisers to defy gravity and fall to truly gruesome deaths. 
167.  Silly, Stinky, Sexy 

Four improvisers on stage. You consider yourself neutral. Secretly endow each of the other improvisers with being either silly, sexy or stinky. Scene is then played using the individual designations as your attitude toward the others. Play the scene for as much reality as possible. 
168.  Slide Show/Family Vacation 

A great handle for many different formats. Improvisers pose in non-specific poses while narrator explains - vacation, area of expertise, etc. Get a location suggestion from the audience (ex: name the place of your worst family vacation). Then, two individuals act as commentators or relatives or friends, and begin to show the audience slides from their vacation. The remaining improvisers act as still frame, lifeless relatives, etc. in the photos. 
169.  Slow Motion Commentary 

Two improvisers perform everyday activity, in slow motion.
170.  Solo Scene
Only one person is allowed on stage. Teammates may provide voices, props or sound effects. 
171.  Song

Improvisers create a song from a topic suggested by the audience, handles include:   
50's Song: As in Doo-wop, ballad, Angel song, Death Song, etc.   
Piano Bar: Can be done as a lounge act, or as a bunch of people sitting around the old piano singing old favorites. 
Opera: Figaro! Figaro! Figaro! 
Musical: As in - Andrew Lloyd Webber, Rodgers and Hammerstein, Fosse, etc. 
And, oh, so many more. 
172.  Sound Effects

A tape with randomly placed sound effects is played while scene is being played. Improvisers must incorporate and justify the F/X. A sound improviser may be used in place of a tape. 

173.  Sound Effects 

Scene is played, usually without dialogue, while off stage improviser(s) provide sounds for the environment. 
174.  Space Jump

Similar to Growing and Shrinking Machine, except MC/Narrator chooses the order in which the scenes are repeated. 
175.  Speaking In One Voice

Situation given. Two or more improvisers combine to speak (and move) as one character. 
176.  Speaking In Turn/Sequence

Improvisers decide on a speaking order rotation, and then play the scene speaking only in that rotation. 
177.  Speck—Spics And Specs

Solo Scene 

An onstage actor plays a scene with a "speck" whose voice is provided by an off stage improviser. The on stage improviser(s) endow(s) the voice ("You're a talking bottle cap?"), plays the scene. Can be played solo or with other improvisers. 
178.  Split Focus

A scene in which the focus alternates back and forth between characters and scenes in different areas of the stage. The scenes may or may not be related, but some elements of one scene should be incorporated into the other.  
179.  Split Screen

Take the left and right halves of the stage and switch them. When this is done, the "center" of the room in the scene is actually the edges of the stage. The scene is played with two players playing one character, but only one is on stage at a time. When the character wants to walk across the room the onstage player walks off their side of the stage and the other player walks on the other side continuing the actions and dialogue started by the other player. The centerline of the stage cannot be crossed, as it is a wall in the scene. 
180.  Spoon River

Improvisers get suggestions for occupations and an attitude; begin the scene by lying on the stage. One by one, they sit up and introduce their characters (who are dead). They recount the circumstances of their lives and deaths, as they tell their stories, the tales should weave themselves together. 
181.  Statues

Audience members, or other improvisers, mold the body positions of two on stage improvisers. Improvisers begin the scene, justifying their positions. May try to end the scene in the same positions, or having switched positions. 
182.  Step Word

A verbal restriction scene. The scene begins with a 1-word sentence. The next sentence has two words. The next has three. Proceeds up to a 10-word sentence, then to a 9-word sentence. Back to a final 1 word sentence. 
Variation: 
Have one player start at 1 and go up while another player starts at 7 and goes down. They each reverse direction at each other's starting number. 
183.  Stop and Go

Freeze while talking and move in silence. If you're not talking you must be moving. Or vice versa. 
184.  Story Story Die

Improvisers stand in line on stage. MC/Narrator kneels downstage of them, facing the line. The MC/Narrator points, at random to individuals in the line. When she/he points to Improviser 1, Improviser 1 speaks, when she/he moves to Improviser 2, Improviser 1 stops (mid syllable, if necessary), Improviser 2 picks up the story at exactly the same place. If Improviser 2 stutters, repeats a word from Improviser 1 or says something completely incongruous, the audience shouts "DIE!" The improviser dies, and a new story begins. Continues until only 1-person remains.  Complications can be added along the way. Such as styles, singing, rhyming, etc. 
185.  Storyline

Story Story Die, without the deaths. Improvisers can each get a movie style, magazine style, 
-ism, etc. to tell the story in when the finger is pointing at them. The story told is usually a familiar fairy tale. 
186.  Stunt Double

Improvisers begin a scene. At any point during the scene, an on stage actor may call out "Stunt Double". The actor is then replaced by her/his stunt double who performs dangerous or distasteful activities. When activity is finished, double calls out "First Team", and the original improviser returns to the stage. 
187.  Subtitles

Scene begins in gibberish. Offstage improviser runs across the stage and "translates" the on stage action. Often used with Operas or Poetry. 
188.  Superhero Endowment

A player leaves the stage so they can't hear. The remaining players get from the audience the name of the superhero, two special powers, and one weakness. The player then returns and is told what their name is. The others must now endow the special powers and weakness. It works best to do one special power first, and then the weakness that is finally overcome by the other’s special power.
189.  TV Guide

Have an audience member draw from a bag of cut out descriptions of a movie, TV show, etc, from the TV Guide. Scene is then played using the description. It's also good to have an archenemy causing all the problems. 
190.  TV Remote Control

A scene begins. At some point, off stage voice "changes the channel." Improvisers momentarily freeze, starting a new TV show based on their positions. Scene plays a bit, channel again changes. Off stage improvisers then changes channels periodically between the three established shows. 
191.  Tag Team Typewriter

Same as Typewriter, with several people tagging in and out of the scene. The typist who is tagged out might replace the actor who does the tagging. 
192.  The Guest Game

THE SET UP: You've been invited to spend the weekend with a boyfriend\girlfriend at their family home. The guest needs to be heavily encumbered with suitcases and coats. Someone lets the guest in. The guest is unexpected. Family members introduce themselves, and then find a reason to leave. The first family member should provide strong information to the guest. Let the guest wait a while, alone. The audience likes the guest to suffer, and likes the guest more if they suffer with him\her. After a while, other family members should make a series of quick entrances and exits. Each member should identify himself or herself. No one knows where the boyfriend\girlfriend is, but he\she should be back shortly. Begin slowly to reincorporate characters and actions, play longer scenes with fewer people. Resolve situations slowly. Continue until the scenes resolve or reach a suitable ending. The idea is to create an extended improv over a period of time. Play the game slowly, and avoid gagging. If you gag, then nobody will care about the scene, or the guest. Try to not overcomplicate the scene by creating too many situations; keep it simple. Improvisers should realize that the scene has no particular ending. If the audience knows how it is going to end, they won't want to take the time to watch it. Remember the more difficulty the guest has, the harder the social interaction with the family becomes. The audience will be represented by the guest, as he\she suffers, the audience suffers. After some experience, begin to take the guest to other parts of the house or surrounding area. Also try different types of families, such as a family of vampires or tightwads, etc. 
193.  Three Dolts 

Three players line up at the back of the stage with their backs to the scene and plugging their ears so they have no idea what's going on in the scene. Two players begin a scene keeping it as real as possible. The dolts periodically turn to the scene and make a huge offer and then leave. The two players must incorporate and justify immediately. 
194.  Three Lines 

First Line Last Line 

Three lines of dialogue are chosen, perhaps famous, perhaps not, which must be used somewhere in the scene. 
195.  Three's Company

Based on the sitcom of the same name. Ask for a small problem and a major catastrophe. Play the scene in which a strange course of events will make the small event the eventual cause of the catastrophe (like no dish soap causes global warming). Keep reincorporating and remind the audience how it all started.
196.  Timed Scene 
Scenes which take place in a specific amount of time (Deaths In A Minute, Epic In A Minute, Two Minute Status Transfer, etc.), or in the time it takes to complete an activity (Scene That Takes Place in the Time It Takes to Recite the Alphabet Backwards, In The Time It Takes To Walk Around the Theatre 5 Times, In The Time Somebody Can Hold Their Head Underwater, etc).
197.  Torture Your Teammate

All members of team except one block, wimp, waffle, do bad mime, all forms of bad improv. One "straight" improviser must justify everything - keeping the storyline strong.
198.  Transfers

Two improvisers start a scene with opposite status or emotions or whatever. Over the course of the scene they switch. Sometimes done as a timed scene. 
199.  True Feelings 
Players perform a scene and say what they really mean while indicating through tone of voice and physical offers the reality of the scene. In other words, players react as if the most normal things had been said rather than the somewhat distressing truth. Note:  this is not an insult relay; people can really like each other.
200.  Twitch Jump 

One player starts the scene neutrally waiting for a job interview. Another player enters and has a physical twitch. The first player catches this and then leaves. Player 3 enters with both the first twitch and one of their own which player 2 then catches before leaving the scene. This continues until the last two can no longer perform any semblance of a scene. 
201.  Typewriter 

One improviser sits at an imaginary 'typewriter', typing a story, while the other actors act out the story. Actors and typist are each responsible for endowing the story with narrative line. 
202.  Understudy 

The players begin a scene; one player is always off stage. At any point an on stage player can call for the understudy who then comes on and takes over the character. The player leaving then becomes the understudy. Essential to have strong characters and good pacing.
203.  Use The Other Team 

Member(s) of the opposing team takes parts in the scene. The audience may be called upon to select the opposing improviser to be used. 
204.  Using Characters From The Previous Scene 

The name pretty much says it all.
205.  Verse 

Scene is played entirely in verse. Unless stated, verse DOES NOT need to be rhymed couplets. If rhymed couplets, may rhyme yourself, or set up your partner. Haiku, Shakespeare, Iambic Pentameter, etc. are all permissible.

206.  Views 

Two people sit in chairs, facing the audience. Each does a monologue, alternating with the other. They talk about the same situation, from their own points of view. 
207.  Virus 

One player has a virus which manifests itself in a bizarre way, as given by the audience, and is contagious if a certain activity is done with another person (like dancing) - get this action from the audience also. During the scene the player passes it on to as many people as possible while their own symptoms keep getting worse until it has either killed them all or a cure has been found. 

Variation: 
One player is the virus. At any time she/he can freeze the scene and attack a player - they decide what the player does now, or get the affliction from the audience. 
208.  Wallpaper Drama 
Situation given and scene begun. At the discretion of an off stage improviser, "Positive", "Negative" or "Neutral" are called, and slowly affect the emotional content of the scene on stage accordingly. 

Variation: 
No off stage caller, improvisers on stage move thru levels of neutral, positive, neutral, negative, neutral, etc. at the improviser’s silent discretion. 
209.  What If 

Audience fills in the blank. For example, "What if money really did grow on trees?" 
210.  Without A Letter 

Get a letter from the audience. Whenever a player says a word with that letter in it, they must leave the scene (or the scene is over). When played as a Versus challenge, players should be penalized for staying quiet. 
211.  Without Words 

Scene in which words are not used. This should be a scene in which words are not necessary and are not simply being replaced by gestures and sounds. The more you accept every offer fully, the easier it is to pull this off convincingly. 
212.  Word At A Time Expert 

An area of expertise is chosen from the audience. Several improvisers are chosen to speak as an expert in that field. They answer questions, show slides, etc. speaking alternately one word at a time. Often done as a talk show with another teammate playing the talk show host. 
213.  Word At A Time Scene 

Like One Word Scene, except each improviser plays a separate character. If one character speaks, the dialogue is provided by all the improvisers onstage a word at a time. It is vital in this scene to have strong character voices for each person in the scene. Since all the actors onstage are providing dialogue, the voices serve to distinguish the characters from one another. 

214.  Word Endowment 

One improviser leaves the stage area, and an unusual word is given. Upon returning to the playing area, the improviser must use the word during the course of the scene. This game may be played with any number of endowers, perhaps as a warm up at the beginning of the match. 
215.  Words -- Sounds -- Silence 

In one quadrant, improvisers can speak, in another they make noises, in the third, they are silent. 
216.  World's Worst 

Get an occupation. One at a time players step forward and perform the world's worst whatever it is. Keep it moving.
217.  Zulu 

Players stand in a line. A suggestion is taken for a generic category of product (like laundry soap or spaghetti sauce). A pointer selects the players in random order at which point they must come up with a new brand name for a product of that type. Players are not allowed to pause, repeat a name, use a real product name, or come up with complete nonsense. Audience yells, "Die" on any mistake. Be careful that you name the product and don't just describe it. 

Long Form 
[Taken from http://www.learnimprov.com/longform.html]
These are the structures that allow an improvisational troupe to do a continuous performance for 45 minutes to an hour or longer. It is crucial that the troupe be experienced and entertaining, as your audience will be bored to emesis if they have to sit through forty-five minutes of poorly constructed scenes. Before doing this stuff it is important that the troupe be extremely skilled at the BASICS of improvisation: open scenes, character development, and attention to detail. Most of the methods of long form are simply methods of linking a series of short form scenes together, usually with a continuing thread of characters, environments or themes.  

1.  5-4-3-2-1 
Introduction:
We will get five suggestions from the audience for five scenes. 
Description:
Five entirely unconnected scenes take place in succession based on the five offers from the audience. The next wave of scenes will consist of continuations of only four of the previous scenes. The four can be chosen by audience vote, host's choice, or by random. Those four scenes are done in succession. These scenes can start to generate loose connections between the each other. The next wave of three scenes will exclude one of the developing plot lines. This wave of scenes should be quite heavily interconnected. The process of elimination is repeated again, and then two heavily connected scenes are played out. The last scene will tie everything up. Good luck. 
Gimmicks:
Start with one scene and work backwards up to five scenes. 

2.  Balladeer 

Synonyms:
Minstrel, Musical MC 
Introduction:
The follow improvisation will be longer than usual. It will be directed by a balladeer, yet remains entirely improvised. 
Description:
The structure of the balladeer is a very simple one. The accompanist and the singer start off with a simple song that may introduce a character, a location, or foreshadow some event. The musical bits are meant to be short. Thirty seconds to a minute is usually enough to pass on some information from the story. Simultaneous to the ballads, the players are acting on-stage. They work silently while the balladeer sings and start to vocalize as the ballad ends. The ballad is used as a chance to change scenes, rescue a scene that not working out, or to bring closure to a scene that has come to some kind of conclusion. There usually are no blackouts during a balladeer, all the changes are made by the balladeer. The players should also recognize that if the balladeer gets into trouble, then the players need to step in with a scene. A smart group will put their best storyteller as their balladeer, not the best singer. 
Gimmicks:
A new musical genre can be used for each new ballad: rap, rock, opera. 

3.  Goon River 

Synonyms:
Spoon River 
Introduction:
Can we get from the audience the name of a fictional small town and an occupation for each of the players on the stage please. You will now see a long form scene that will tell the stories of these people and their interactions in their small town. 
Description:
This is a very structured long form. It can only really work well as a handle if it is given the time to develop as a long form. The premise is that all the players weave a story about how all their lives interact in this small town, and how that interaction leads to their untimely death. The players are all lined up on stage. The first time through each player takes a minute to introduce themselves. They must be sure to cover all aspects of their character, it is a good choice to develop a physicalization that represents your character when it returns to your chance. The next wave through the players tell a little bit about their day and start to mention other characters on the stage. These will be the only characters mentioned. The characters come on in no particular order, but it is essential that all the characters speak. The next wave through some conflict is brought up, or there is some kind of foreshadowing of gloom. Whenever an event takes place most of the characters should comment on how it impacts them from their perspective. This can go on for sometime as long as the story is interesting. Ultimately the last words from all the characters either describe the death of themselves or another character from the story. Variations:
Obviously it does not have to end up in death. If your troupe is big enough the players may speak their pitch while other players act out the scene. 
Credits:
This is a take off on a piece of literature called Spoon River by Edgar Lee Masters. 

4.  Harold 
Synonyms:
Herald, Sheila, Binkey 
Introduction:
We are about to perform a series of scenes loosely connected to one theme. May I get a general theme, please. 
Description:
The Harold is simply a series of scenes that are connected by a common very general theme. The theme must be asked for very carefully. Nouns are generally discouraged, but you may take the closest 'theme' associated with the noun and do a Harold based on that. For instance, 'toothbrush' could be a set up for the theme 'cleaning'. This would allow for all kinds of cleaning to take place: cleansing of souls, janitorial jobs, erasing disks, etc.
The scenes in a Harold are almost all open scenes. There is no rule that a game based on the theme could not be played, but there should not be a set up for the handle within the Harold. When a series of open scenes are being played, it important that all the players understand how to signal a scene change. The easiest way to signal scene transitions is to have someone else do it for the players. This can be done by dimming, but not blacking out the lights. When the lights dim, it is a signal that a scene has ended, and players should be up to start a new scene immediately. The next method is to have players from offstage clap their hands to end a scene (this is probably where the synonym 'Herald' arose from). When someone claps their hands off-stage, the players on-stage cut out and are replaced. Probably the most sophisticated method is where the players simply block each other out on-stage. Players that are coming on to start a new scene enter down-stage (in front of) to the players that are doing the scene. Players that are joining the scene arrive from upstage (behind) the players doing the scene. 
How does a Harold end? Hopefully the scenes will organically start to flow together with recurring characters such that one story is dominating all the scenes and new scenes are in support of the singular story. So the Harold will end when the story ends.
5.  Life In One Day 

Synonyms:
Day In The Life, Life Story, This Is Your Life 
Introduction:
We would like a volunteer to give us a few stories that they can remember from the key points in their life. Commonly one from their childhood, adolescence, work, marriage, parenting, etc. (This info is required before moving to Step Two.) Could someone visiting with our brave volunteer please describe her/him in one word. 
Description:
The set up of this long form is quite important. Many troupes use this long form for stags, does, anniversaries, or retirement events. Often most of this information will have been gleaned before the show, as the unsuspecting person will have been set up to have their life on stage.
Choose your protagonist well. Explore their life with each scene. Be sure to use the main offer from each stage of their life. Color each scene with the single word that can be used to describe the protagonist. Be careful not to make too much fun of them. Going over someone's life in a humorous fashion is great, a forty-five minute roast by strangers does not go over well. Like most good stories, have the protagonist come out as the winner. The protagonist need not be in every scene. Potential employers can talk about her/him before and after that key job interview scene. This long form allows for handles to be worked in throughout the story. For instance, the protagonist might be pimped into singing her/his love for the favorite kind of ice cream. Gimmicks:
Have the protagonist accidentally killed at birth and end the show. 
Variations:
Documentary form - the protagonist is being studied by erudite sociologists. The protagonist can be in the show, starring as her/himself, if handles and structures are used that protect her/him from cruel embarrassment and make her/him look good on stage. 

6.  Meanwhile 
Introduction:
This scene will involve location directions from your host as the scenes progress. 
Description:
Meanwhile is simply a mechanism to change scenes. Meanwhile is called in the form of the classic comedy gag, "MEANWHILE, back at the fort, grandma is beating off the attackers.”  The meanwhile is added when a scene has ended, or starts to slow down. The meanwhile is usually a lighting cue to dim the lights while the players change location. The lighting cue is not a blackout, a blackout would indicate the end of the long form itself. The meanwhile can be used to introduce new characters - "meanwhile Jackie's date waits patiently near the briar pits,”  or introduce a new location - "meanwhile back at the rocking chair factory." The meanwhiles must be properly spaced and eventually must bring the story back to its origin. 
Gimmicks:
Calling a meanwhile that described the exact scene, location, and characters that are presently on-stage. 
Variations:
Get a bunch of meanwhiles written down by the audience and interject them as needed. 
7.  Pimped Musical 
Synonyms:
Musical 
Introduction:
What is something that you would like to see a musical about? 
Description:
The pimped musical is very similar to the handle Musical. The difference is that there is more dialogue between the songs and there should be a structure to the musical. The musical director is the accompanist. The players and the accompanist must have some mechanism of communicating when a song is going to start. Players can signal an impending song by taking a step forward, changing the cadence dialogue, or simply saying that they are going to sing a song. The accompanist must be able to differentiate for the players whether they are doing background music or pimping a song. It is crucial that the accompanist be a skilled improviser in every fashion that improv has to offer. The songs must be discrete within the dialogue. A pimped musical will typically have a song from each character, songs describing the plights of the protagonist and antagonist. The musical must also end with a chorus line, fireworks, and choir. 
Variations:
Sing me that, is a version of a musical where the audience can call out “sing me that” and a song must seamlessly start about that topic in question. Musical styles can be written down by the audience and kept in a bin beside the accompanist. 

8.  Show Me That 
Synonyms:
Show me. 
Introduction:
Get an ask-for that will allow the beginning of an open scene. 
Description:
Sometime during the first scene one of the players must make a reference to something that has happened or is going to happen. When this happens the host will call out “show me that”. The players will break out the scene that they were in and jump to the scene in question. For example, if one of the players says, "you know what happened the last time you brought in the milk." “Show me that” would cause the players to switch to that scene immediately. Show Me That can also signal a dimming of the lights to facilitate a scene change. 
Variations:
Allow the audience to call out show me that. See the long form Meanwhile... which is quite similar. 

9.  Time Line 
Synonyms:
Time travel 
Introduction:
We will first present a simple neutral scene that is based on a suggestion from the audience. Then we will see a series of scenes that led up to or were consequences of the first scene you saw. 
Description:
The first scene must establish some strong characters. Following the first scene the host will start to call out time references: five minutes ago, ten years from now. Each call out from the host is a signal for a new scene. Each scene will somehow be connected to the initial scene, through either characters, location, or consequences. 
Gimmicks:
Call out zero seconds from now, or 5 million years in the past. 
Variations:
Let the audience call out time lines. 

10.  Waterloo Ballet 

Introduction:
The following musical will be based on a general theme. 
Description:
This long form starts with the accompanist getting a series of notes drawn from a box of audience suggestions (A, c#, g-major) and creating a musical motif based on the random suggestions. Immediately following that the other players in the show launch into a montage of scenes for three minutes total. The scenes are loosely structured on the exercise 1-2-3-4. After the musical and scenic montages are complete the musical begins. The characters, locations, music and conflicts that are used in the musical are used in the 45 minute musical. 
Credits:
J. Wilkinson, J. Rosen, T. Pettigrew 
ASK-FORS
Taken from

http://www.staircase.org/structures/askfors.html

Ask-fors are what separates improvisational theatre from all other forms of theatre. The barrier between the audience and the players is broken down by asking the audience what they want the next scene to be about. Extracting that information is a skill in itself. Every troupe has its own style of asking for audience suggestions. The approach suggested here is a neutral one aimed at a slightly neophyte or recalcitrant audience. 

Tell the audience that the show is improvised ahead of time. If they have no idea that you are going to be hitting them up for suggestions, even the rudest audience knows to not interact with the actors on stage. Be polite; thank the audience member for the suggestion. Now the scene will somehow involve the audience members’ suggestions.  Basically, ask-fors are things you ask the audience to get suggestions for your scenes.

Can I have a relationship between two people?

What is a room in the house?

What did you want to be when you grew up?

What am I holding in my hands (hold up hands)?

What is the opposite of the color (blue)?

May I get an occupation that involves no risk of physical injury?

May I get a backyard activity?

What are you planning to do on your next day off?

Can I get a non-geographical location?

What is your uncle's favorite hobby?

 Please fill in the blank. (ex: the ______ family).

What is a lame excuse for not being given a speeding ticket?

What is your favorite fruit (vegetable, meat etc.)?

What is an annoying personal habit?

Fill in the blank. (ex: the _______holiday).

What is the worst excuse you have heard for missing work (school, church)?

Can I get a polysyllabic noun that starts with the letter D (F, G, etc)?

What is your favorite cereal topping?

Where is a bad place to take a date?

Fill in the blanks. For every -blank- there are seven -blanks-.

A poor choice of collateral.

Can I get a crucial moment in history?

If you could defy any natural law, what would it be?

What does it take to wake you up in the morning?

What is the eleventh commandment?

A problem that needs solving.

Something you wouldn't want to swallow. 
Something you never want to have to tell your grandmother.

A place where you might run into very unusual people.

If you could invent a new human organ what would it be?

If you could work at a Federal Penitentiary what job would you choose?

What animal does your spouse remind you of? 

What is the integral of 3X cubed?

Improv Situations (Grades K-12)

Taken from

http://www.byu.edu/tma/arts-ed/home/improv.htm
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Improvisation Situations:  Grades K-4
The students are lost in a forest and hear a bear coming (have at least one student be the bear).

Two students have lost their lunch money. They are both very hungry.

The students are taking a test, and someone has not studied. One person wants to cheat off a friend’s test, but the friend doesn't want to cheat.

Some kids were playing on the recess when they come across a wallet with ten dollars in it, but no identification. One of the children wants to keep the money and the other wants to take it to the teacher.

There are some kids trying to decide what to do. One child wants to play their favorite board game, one wants to go to the park, one wants to build a tree house, one wants to eat ice cream cones.

The children can't agree on what movie to go see. Pretend that they are in line at a movie theatre, and let them try to convince each other to their choice of 5 movies.

Have the children pretend to be at a swimming pool, and one person starts getting rowdy. The other children are scared that rowdy child might hurt some one.

The kids are at a birthday party. Choose one birthday person. The birthday candles start a fire.

Let each child be a different animal in the zoo. They are performing for some of the students who are visiting the zoo. Then the Lion gets out of the cage. Who or what animal will it attack? How will the others react?

Two children are fighting over the same toy.

The three bears are lost in the forest. They run into Goldilocks who has just run out of their house.

There are some children camping. They are laying in their tent late at night when they hear something outside. (Be sure each child decides what the noise is before the improv starts.)

One child is trying to ask her/his mother if she/he can go out to play. The mother wants the child to clean her/his room.

One child can't find her/his shoes, and she/he is almost late for school. Her/his mother and siblings are there but are busy trying to get ready themselves.

Grades 5-8

A child is trying to convince her/his parents to let her/him play sports. Her/His parents are worried that she’ll/he'll get hurt.

Some kids are trick-or-treating when some larger kids start following them. The larger kids start bullying the younger trick-or-treaters and demand all their candy. The younger kids do not want to give the candy up.

Two students show up to school wearing the same outfit. They both want the other to change their clothes.

Some students are enjoying a game of baseball. Another student shows up who wants to play. No one wants this student to play, except one person who secretly likes this student.

Everyone is at a school dance. Decide on the following: one girl can't dance, one boy wants to dance with a certain girl, but the certain girl wants to dance with a different boy, one boy wants to drink punch all night while the chaperone is trying to make him stop, the D.J. only plays dumb songs and one kid wants to sing a song she/he wrote. 

A group of kids are surfing when their friend starts to drown.

A group of kids are surfing when a shark attacks.

There are some children camping. They are laying in their tent late at night when they hear something outside. (Be sure each child decides what the noise is before the improv starts.)

The students can't agree on what movie to go see. Pretend that they are in line at a movie theatre and let them try to convince each other to their choice of 5 movies.

The students are taking a test and someone has not studied. One person wants to cheat off a friends test, but the friend doesn't want to cheat.

The students are filming a commercial for bubble gum. Some can't remember their lines, or direction, or whatever. The director is furious that they can't get it right.

Some siblings get to choose a pet. They are in a pet store and can only have one pet. However, one wants a snake, one wants goldfish, one wants a bird, one wants a cat, and one wants a dog. Mom is there too.

There are a bunch of students eating lunch when they notice a new student eating alone. The new student looks different and shy. They are making fun of the new student. One student wants to befriend the new student.

Grades 9-12

Some kids are hunting in a forest when one kid tries to shoot a deer, but accidentally shoots her/his friend’s dog.

There are a bunch of students eating lunch when they notice a new student eating alone. The new student looks different and shy. They are making fun of the new student. One student wants to befriend the new student.

The teenagers can't agree on what movie to go see. Pretend that they are in line at a movie theatre and let them try to convince each other to their choice of 5 movies.

A group of kids are surfing when their friend starts to drown.

A group of kids are surfing when a shark attacks.

A teen is cleaning her/his room when a friend comes over to see if she/he wants to go to a movie. She/He can't leave until the room is clean.

A couple kids are smoking and trying to get one kid to join them who doesn't like to smoke.

Some kids are tepeeing a friend’s house when the police show up.

A group of friends are eating lunch together in the cafeteria. They are trying to figure out what their lunch is. One person thinks it tastes good, one person gets food poisoning, one person puts the cooks under citizen arrest for feeding them dog food, and one person demands a refund.

The students are taking a test. One student is cheating. The teacher finds out because someone wrote the teacher an anonymous note. 

A bunch of students are in the laundromat late at night. One person wants to invite everyone to a tent revival, one wants to get a date, one wants to read a book, one is homeless and is looking for loose change, one wants to hide from the police.

A couple of kids are sharing a hospital room together. One has a broken leg and hip, and one is covered completely in bandages. One needs to talk and the other needs to sleep.

One person is a dog who wants to be petted.  The master is watching television and doesn't want to be bothered.

The students are filming a commercial for bubble gum. Some can't remember their lines, or direction, or whatever. The director is furious that they can't get it right.

Some students are enjoying a game of baseball. Another student shows up who wants to play. No one wants the new student to play, except one student who secretly likes the new student.

A bunch of students are at a film audition. One student wants to get the others to leave, one student wants to get advice, and another student wants to practice lines.

A group of students are parachuting for their first time. One student is scared and just wants to watch, the other wants to do tricks, and the other student plans on hijacking the plane as soon as everyone but the pilot is off.

One child is late for school and can't find her/his shoes. Her/His mother is too busy to help, and she/he has a test to take in first period.

There are some teenagers camping. They are lying in their tent late at night when they hear something outside. (Be sure each teen individually decides what the noise is before the improv starts.)

Dramatic Situations
(from The Actor’s Book of Improvisation*  by Caruso and Clemens)

*I would strongly suggest that you either buy or check out this book; it contains some very useful exercises as well as provides a list of potential exercise and contest pieces. (Advice from Emily Dake Farnham!)

These situations, when tackled by actors, will force the actors to become aware of these particular areas of focus (relationship, confrontation/conflict, climactic moment/discovery, subtext, etc.), and with time, will help them improve their handling of them.

Relationship
Source: Long Day’s Journey into Night, a play by Eugene O’Neill

Characters: One male and one female: James and Mary Tyrone, husband and wife. Mary is in her mid-fifties and James is in his mid-sixties.

Place: The living room of their Connecticut home.

Background: When their child, Edmund, was born, Mary experienced a lot of pain. A cheap hotel doctor prescribed morphine for the pain, thus transforming Mary into an addict. She and James now have two children, Jamie, who is an alcoholic, and Edmund, who is ill with consumption (TB). The husband and the two sons have watched Mary retreating into the haze of her addiction during the course of many years. She is not in this state all the time; she has her lucid moments, but as the day wears on, she drifts away from the family. She goes on talking about the past, rarely relating to her present life. She ignores whatever disturbs or troubles her, pretending the disturbance doesn’t exist. She blames her husband, James, for her situation. She blames many of their problems on his miserliness. If James had called in a real doctor instead of relying on a cheap hotel “quack,” she might never have become addicted to morphine. He left her night after night in a hotel room while he was performing in a theatre. He was a popular matinee idol, and Mary sometimes feels she gave up too much for him, including a career as a concert pianist. There are many factors that have cause Mary to become what she is today---“a ghost haunting the past.”

Situation: On this day Mary has resumed her use of drugs. James begs Mary to stop taking the morphine because it prevents her from relating to the family. It has become unbearable to watch her. He pleads with her to stay in reality and be part of the family. She is longing to get to the drugstore for more morphine rather than face this painful conversation. James is at his wit’s end at this point and desperately wants his life back. Comments: Mary is steeped in self-delusion. She blames her husband or her children for her troubles. Mary and James love each other deeply but have hurt each other too much. This is an unusually complex play with complex characters. The actors cannot do all the preparation necessary when given this situation for the first time in class. However, there is much they could bring to it from their own life in addition to the facts given here. The situation of a painful marriage in which one person is trying to escape from reality is recognizable theme. After working through this improvisation, the actors should be encouraged to explore the actual text, since this would help further understanding of the play. They will find that after having improvised the material, they can play the characters honestly.

Source: Pennies from Heaven, a British TV. mini-series by Dennis Potter

Characters: One male and one female: Arthur, a sheet music salesman, and Eileen, 

Place: A forest in a small town at night in the 1940’s

Background: Arthur is a traveling sheet music salesman, who escapes from his unhappy life and unsatisfying marriage through the music and lyrics of the romantic songs he sells. Eileen is a schoolteacher in her mid-thirties. She is single and lives with her father and brothers. She has had an argument with her family and has left in tears to be alone in the woods. Arthur had seen her recently with her schoolchildren and then again in a local music shop. He has fallen in love with her on sight and believes she is the woman of his dreams.

Situation: Arthur has followed Eileen into the woods. There he approaches her for the first time and expresses his feelings for her. To her, he is a complete stranger; someone who has been watching her and is nor professing his undying love.

Comments: The girl would certainly be cautious at first, but even when the sense of danger has passed, she is still faced with a very unusual situation. 

Source: Promises in the Dark, a film by Jerome Hellman, screenplay by Loring Mandel

Characters: One male and one female: Gerry and his girlfriend, Buffy—both high school students

Place: Buffy’s bedroom

Background: Buffy has been receiving chemotherapy treatments for cancer, and as a result of the cancer, she has had to have one of her legs amputated.

Situation: This is the first time since the operation that she and her boyfriend have been alone together. Now he must deal with the situation, trying to make her understand that he loves her no matter what, that she is still attractive to him despite the surgery. The situation reaches its critical point when she asks him to lift up the hem of her nightgown to look at the stump of her leg.

Comments: Gerry attempts to be as delicate and gentle with her as possible, knowing that her confidence is at an all-time low. The girl tries very hard not to show her terror at the possibility of rejection. The actress playing Buffy might not feel terror; she might find humor in the situation. Overall, they must be warned of self-pity; whatever their choices are, they should fight to be brave. The actors should discuss and understand what their relationship had been before the operation—a very close one.

Confrontation/Conflict
Source: Lone Star, a play by James McClure

Characters: Two males: an older and younger brother 

Place: A local bar

Background: The youngest has smashed up his older brother’s car. That car was the most important thing in his brother’s life. He had his first sexual experience in the car and many more after that. He nurtured the car with many coats of paint through the years. It was his prize possession. The older brother is a Vietnam vet.

Situation: In a roundabout manner, the younger brother breaks the news to his older brother that he slept with his brother’s wife while he was in Vietnam. He does this to soften the blow about having demolished the car.

Comments: The characters are drinking, but this does not mean the actors should play the scene as if drunk. Rather, the alcohol breaks down their inhibitions. The older brother tends to be volatile anyway, which is why the younger brother is terrified of telling him about the car. The older brother is totally ignorant of his younger brother’ involvement with his wife.

Source: Mass Appeal, a play by Bill C. Davis

Characters: Two males: an older priest and a seminary student

Place: The priest’s office in a large city church

Background: The seminary student has been dismissed from the parish because he was felt to be too revolutionary in his views. He rocked the boat by not sticking to traditional doctrine in his sermons.

Situation: The student asks the priest to stand up for him before the congregation. The priest feels that this is too much to ask, since his own position would be put in jeopardy. If he speaks up for the young man, there is a good chance he will be removed form his pulpit and sent to some small-town church. He needs the support of this congregation; this is his whole life. The student feels that the priest should be stronger. He knows that the priest agrees with the contents of his sermons but lacks the courage of his own convictions.

Comments: The actors should decide on the specific content of the student’s sermons and why they are so threatening to the congregation. Both must know whom they are dealing with in the higher echelon of the church. The actor playing the priest must also deal with his fears. The actors should be cautioned not to portray these characters as “holy men.”
Climactic Moment/Discovery
Source: Love Letters, a film by Amy Jones

Characters: One male and one female: Anna, the daughter of the woman now deceased, and her mother’s long-lost lover

Place: The mother’s grave in a cemetery

Background: Anna’s mother died very recently. While sorting through her mother’s possessions, Anna found some old love letters. Apparently, the mother had been corresponding for fifteen years with a man whom she loved. On her deathbed, the mother gave Anna a ring. After reading the letters, Anna realized it was this same man who gave her mother the ring. Anna is recovering from a traumatic love affair with a married man, which has left her in an emotional state.

Situation: When Anna goes to put flowers on her mother’s grave, she notices that someone has left gardenias there. She looks up and sees a man walking away. She approaches him, and he immediately recognizes her because she looks so much like a younger version of her mother. He notices that Anna is wearing her mother’s ring.

Comments: This contains little inherent conflict. It involves the discovery of two people who have cared deeply about the same person for many years and who are finally meeting. Anna is suffering from both the breakup of her relationship and the loss of her mother. The man has lost the only woman he has ever loved. Because of the circumstances of their lives, they were unable to be together for the last fifteen years. Their correspondence was all they had. In order for this improvisation to work, it is important that both actors have a clear picture of the mother and their relationship with her.

Source: Resurrection, a film by Daniel Petrie, screenplay by Lewis John Carlino (Situation #1)

Characters: One male and one female:  Edna McCauley and her doctor.

Place: A hospital room.

Background: Edna and her husband were in an automobile accident.  He was killed.  She had just bought a new car for his birthday and they had gone out for their first drive to celebrate.  They loved each other very much.

Situation:  She wakes up in the hospital room with the doctor present.  He tells her about the accident and that her husband did not survive.  She also finds out that her legs are paralyzed.

Comments: The actress need not feel compelled to become hysterical; there are a myriad of ways to react to this shocking news.  Once again; the actress should have no preconceived idea of how she would respond.  The actor playing the doctor should be not to be the “professional” but to relate to this woman on a human level.

Source: The Morning After, a film for television by Richard T. Heffron, teleplay by Richard Matheson, based on the novel by Jack B. Weiner (Situation #1).

Characters: Two males and two females: two married couples—Charlie and Fran Lester and Frank Lester (Charlie’s brother) and his wife, Carol.

Place: A restaurant.

Background: Charlie Lester is an alcoholic, though he does not admit it.  His drinking has caused his wife, Fran, and their children much torment.

Situation: Charlie excuses himself to go to the bathroom.  While he is away from the table, Fran breaks down in front of her in-laws.  She tells them how sick her husband is and how she worries when he doesn’t make it home at night, thinking that he’s been killed in a car accident.  Charlie comes back to the table and hears what she is saying.  The situation progresses from there.

Comments: The actress playing Fran must realize that Fran has held in her feelings for some time and is now at the breaking point.  She must be clear in her mind about the torment she has gone through.  Charlie is in complete denial of his alcoholism.  His wife’s breakdown may or may not change him.

Subtext
Source: The Plumber, a film by Peter Weir

Characters: One male and one female: a man who claims to be the printer, and the female occupant of the apartment

Place: The woman’s apartment

Background: The woman is married, but her husband is at work. She has remained home to work on a book, and this time is valuable to her. The presumed plumber knows the couple’s schedule.

Situation: A man knocks at the door. When she answers it, he explains that he is the plumber and wants to look at the pipes. She tells him she had not requested a plumber, whereupon he explains he was sent by the apartment management. As the scene continues from here, the man finds various ways of delaying his work and engaging the woman in conversation. During the scene, she comes to suspect, quite rightly, that he “ain’t no plumber.”

Comments: The actor who plays the plumber must decide why he’s there, what he knows about this couple, and what he wants. However, while menace may be present, the improvised scene should deal with the subtleties and undercurrents. The actors should not be encouraged to make the choice that he has come there to seduce her; it should be for a much more complex reason. He should not feel obligated to reveal to the woman who he really is or why he is there. The scene will prove more interesting if these matters are dealt wit obliquely, by implication rather than a direct way. The actress must also find some justifying reason for not immediately taking action when she realizes he is not a plumber.

Source: Attempted Suicide, a real life situation, as reported in a magazine article

Characters: One male and one female: two adult strangers

Place: A street next to a hotel

Background: A man walking along the beach saw a woman standing on the roof of an ocean-view hotel staring out at the sea. Fearing that the woman is contemplating suicide, he went to the hotel lobby and informed the desk clerk of the woman’s actions. The clerk then phoned the police, who came and brought the woman down. The woman, however, steadfastly maintained that she merely wanted to get a good view of the ocean, so the police left her behind, having no concrete reason for detaining her.

Situation: The man who originally saw her standing on the roof has just seen the police leave and approaches her. He fears she may return to the roof and wants to be of some help. The woman is cordial to the man and tells him she was on the roof merely to view the ocean. Underlying this, however, is the fact that she really did intend to commit suicide and fully intends to return to the roof in the near future. And the man, intuitively sensing this, tries to somehow reach her emotionally.

Comments: It is important that the woman knows why she is attempting suicide. She must also remember that there is always hope that someone will reverse her decision. The man, of course, doesn’t want to live the rest of his life wishing he had prevented a tragedy. As a matter of fact, in reality, the woman did return the next day and completed her mission.

Lesson Plans
 Taken from 
http://www.byu.edu/tma/arts-ed/units/impvunit.htm
and

http://www.byu.edu/tma/arts-ed/units/imp2unit.htm

Introduction to Improvisation Unit #1
Unit Objective: The students will demonstrate their ability to perform utilize the elements of good improvisation skills by performing a final improvisation for the class.
· LESSON 1: Building Trust

· LESSON 2: The Ideas

· LESSON 3: Working Together 

· LESSON 4: Expression Through Movement

· LESSON 5: Quick Reactions

· LESSON 6: Finding a Through-Line

· LESSON 7: Introduction to Objectives

· LESSON 8: Performing an Improvisation

LESSON 1: Building Trust

Educational Objective: The students will demonstrate their ability to trust each other by falling from a short height into the arms of their classmates.

Materials needed: Blindfolds (scarves, bandanas etc.), one for every two students and a raised level about five feet high, anything will work as long as it is very safe to climb on, sturdy and there is lots of area surrounding it.

Hook: Hand every other person a blindfold as they enter the room.

Step 1: Have each person with a blindfold pair up with one person without one. Have one partner put the blindfold on. Then, the other will lead the blindfolded student on a walk, it may be in the room, down the hall or even outside, depending on the time, space and how much responsibility the students are capable of. Make sure the students know it is crucial that the leader be especially careful. Let them know that they are responsible for the well being of the "blind" student and that soon they will be put in the care of their partner when roles are reversed (if the leaders know they will soon be put in the shoes of the "blind" they tend to be more careful and the "blind" sense that care and trust more readily).

Step 2: Call the students back (if they were allowed to go a far distance give them a short time limit in step 1 to return to the room) and have them do it again, this time the roles are reversed.

Step 3: Call them in again this time putting the students in groups of 7-9. Have the students form a tight, standing circle within their group. One of the group members should stand in the center, eyes closed and arms crossed over the chest. That one student should then slowly and stiffly fall in any direction. The circle members should carefully and gently push the student back into the center. The student, not moving his/her own body or feet will fall the other direction having the other side of the circle push him/her gently to the center again. This should be a quiet, attentive, trusting and gentle activity. Every student must have a chance in the center. Make sure to be extra careful to those unsure about being in the center, work as a team and be gentle and understanding. Maybe even move in closer to form a tighter circle for those who are afraid. IMPORTANT . . . NO STUDENT SHOULD EVER FALL!!!

Step 4: When all groups have completed this task combine into one large group again (if you have more than 30 students divide into groups of 15- 20). Go to the place you have chosen ahead of time that is about 5 feet off the ground and stable. Have the whole group form two lines facing each other at the base of the raised level. These two line should be perpendicular to (an extension of) the raised area. The students should be literally shoulder to shoulder in each of the lines, the two lines being no more than 1 foot apart. Their arms should be bent at the elbow, out in front of them, palms facing up and interspersed among the arms of the students in the line facing them a foot away. In this position the students are safely ready to catch a student falling (back first) into the two lines from the raised area. The student falling should cross their arms over their chest keeping their elbows next to their body (so as not to harm a catcher on the way down). The student should always call out "Ready" and wait for the unified answer of the catchers "Yes, we're ready" to begin falling. Standing on the platform with their back to the students they should fall stiffly, never bending at the waist and never jumping or moving their feet or legs. This should also be a quiet, attentive, serious activity. Although, cheering and hugs for the student who has just completed the trust fall is great! NO STUDENT SHOULD EVER FALL!!!

Step 5: Return to a sitting circle with the entire class on the floor. Let the students express their feelings and thoughts. Ask them how each activity made them feel and what was difficult, scary, rewarding, exciting etc.

LESSON 2: The Ideas

Educational Objective: The students will demonstrate their ability to create and use an idea by demonstrating their made up use for a prop.

Materials needed: A few objects, usual or unusual (for use in step 6 if you so choose)

Hook: Have the students take off one shoe as they walk into class and place it in the center of the room.

Step 1: Separate the shoes into two piles and have the students form two seated circles around the piles, each student going to the pile that contains their shoe.

Step 2: Have each student pick up one shoe that is not their own. Allow them to analyze it.

Step 3: Ask the students to create a history for the shoe; where it came from, who it belongs to, how it got lost and whatever else they can come up with. Have them come up with a brief story about the shoe.

Step 4: Choose one person in the circle to tell their shoe's story. From there have each student share their creation, continuing one by one around the circles until everyone has shared.

Step 5: Now combine the two circles into one large circle, placing all of the shoes in the center. Pull out one shoe and sit in the circle with the students. Explain that this is no longer a shoe it is whatever each person wants it to be. Endow the shoe with a different function, i.e. "this is my telephone" or " this is an iron" and demonstrate the new function. Pass it around the circle allowing everyone to have the opportunity to create . . . NO REPEATS everyone's idea should be new and different!

Step 6: You may choose to continue the shoe going around, still not repeating any idea, or you may want to introduce a new item to the circle once the shoe has gone completely around The new object should follow the same pattern as the previous step. (If time is out, skipping to Step 7 is fine also)

Step 7: Ask the students what they learned and how it might help them in improvisation/acting. Allow any and all discussion!


LESSON 3: Working Together 
Educational Objective: The students will learn the importance of and demonstrate their ability to work together by working in groups to create a representation of a movie character using everyday items.

Materials Needed: Many pairs of scissors, sets of crayons/markers/colored pencils, bottles of glue or sets of tape, an object you have created from the previous items (make sure all three types of art tools are essential in creating your item), many rolls of toilet paper and paper clips

Hook: Hand each student a piece of blank paper and either a pair of scissors, coloring items or glue/tape (the object you have created with these tools before the class should be sitting at the front of the class, or the center of the circle if you choose to have the students sit in a circle).

Step 1: Tell the students they have two minutes to create a representation of the object you have created. They must work independently!!

Step 2: At the end of two minutes have the students show their creations, all of the students with scissors should show theirs one by one, then the students with coloring items and finally those with glue or tape. Let the students explain to the class their personal problems in accomplishing this task (the students with similar tools may have the same problems this is why they should share tool by tool).

Step 3: Explain the importance of team work in acting. Working together can help the creative process because everyone has unique perspectives, ideas and abilities.

Step 4: Put the students into groups of 3, making sure that all 3 are equipped with different tools. Give each student a blank piece of paper and again tell them they have two minutes to recreate the object. Point out that this time they are working in teams and have access to all of the tools.

Step 5: At the end of this two minutes have each group share their creation. After all have done so discuss the differences in the two sets of creations, individual and group items. Holding up some of the students creations from both rounds discuss the differences and why they are different. Which round produced work that most resembled the given object? Why? Explain to the students that all actors have different ideas and abilities. When actors work together, having different abilities, the outcome is more creative and interesting than if each person worked alone, just as plays are more interesting when there are many characters with different personalities and traits.

Step 6: Now divide the students into groups of 3-5. Give each group a roll of toilet paper, tape, paper clips and markers. Give them 5-10 minutes to create a representation of their favorite movie character. They can actually costume a student in the group with the TP and other items to look like a character or they create it solely from the items.

Step 7: Have each group share their creation. Then discuss with the students what they learned from the lesson. Ask them what was the most fun and what creations were they most proud of.

LESSON 4: Expression through Movement

Educational Objective: The students will demonstrate their ability to use movement as a form of communication by expressing an image, object or animal through movement to music.

Materials needed: Various, differing pieces of music and a player (try rock, classical, opera, show tunes, pop, anything will work as long as they are very different from each other)

Hook: Have music playing as the students enter class. Ask them to remove their shoes and lie on the floor in their own space. They should be on their back with their eyes shut.

Step 1: Ask the students to imagine the music as an *object, an animal or whatever else it may be to them. Have them begin to move parts of their body, still lying down (their feet, hands, head etc.).

Step 3: Slowly turn the music off telling the students to continue exploring the movement of their idea, 
animal or object (this should be brief as you change the music).

Step 4: Call Freeze! Now tell them to create a *new image, animal or object: with the new music. Tell them they can listen if necessary for a few moments, but as soon as they create a new idea have them move to the music in the new, specific way.

Step 5: Continue steps 3 and 4 with varying ranges of music.

Step 6: Have the students slowly come up continuing to move as they feel the music moves them. Have them move to the music as their created idea, object or animal would.

Step 7: Have the students sit in one area of the room or in a circle. Explain the importance of body and movement in theatre. Nonverbal communication and expression are sometimes more vital then verbal!!!

Step 8: Have a group of 3-5 students come to the front of the room. Explain that you are going to play one of the pieces of music just heard. Ask the 3-5 students to communicate or express their object, animal or image through movement as the music plays, using all that they discovered in their previous exploration.

Step 9: Continue inviting up a few students at a time, playing the different pieces already played in class (mix up the order). Make sure each student has been to the front of the class, following step 7.

Step 10: Discuss with the students what they learned and what they liked and didn't like. Ask them if they missed words or if movement was enough to understand their classmates' communication.

* To lower the risk and increase participation give them something specific to think of, i.e. just ask them to pick an animal rather than widening their options. Also, as each new piece is played you may want to call out ideas, such as " you're a cat, you're in thick mud, you're a horse in the wind" to make them get into moving instead of getting stuck on ideas.

As the students are calling the phrase you may want to have them hold an object and pass it between the 2-3 of them, only the person holding the object may call out a new idea). Give each student the chance to be an actor, and as many different callers as possible.

Step 11: Discuss with them what they learned, what they liked/disliked, what transitions occurred in the final steps with movement and how that changed anything.


LESSON 5: Quick Reactions

Educational Objective: The students will demonstrate their ability to react quickly to others by building a collective story.

Materials needed: Many objects of fairly good size, but easily held.

Hook: Sit in circles of 10-15 students and play this quick party game called wiz-bong. One student starts out saying "wiz", making a swishing motion with their right arm towards the person to the left of them. This person to the left may also say, "wiz", with the same arm motion, passing it to the next person on the left or this person can raise their left arm, squared at the elbow, making a fist and say, "bong" This shoots the game in the opposite direction (to the right3 back to the person who trade just said "wiz". In other words, "wiz" said with the right arm swishing to the left sends the game to the left and "bong" said with the left arm raised sends the game to the right. This is a quick game. People get out by stumbling or speaking out of turn, the game continuing as the circle decreases in size. Many rounds can be played.

Step 1: Gather the students into one large circle. Discuss briefly the importance of reactions. The lesson directly before this was on fast thinking. This focused on creating quickly, reactions takes this one step further. Reactions are creating quickly off others. Today they won't just think quickly, they will think quickly off the impulses they get from others, just as in the game wiz-bong. Discuss these ideas with the students.

Step 2: Sitting in the circle and holding an object begin, with a few sentences, to tell a story. Make sure you set the scene, but leave it open ended (the students will finish the story one at a time). As you pass the object around the room the story will expand, as each student holds the object they may add words, phrases or sentences to move the story along. The object must be passed very quickly and the student must speak immediately upon touching the object (some may only say a phrase, some a few sentences). The story is complete when the ball has returned to you. Make sure the last few students know to give the story and ending. The crucial point to this activity is speed!

Step 3: Now divide the students into smaller circles of 4-7 students. Give each circle an object and have them do step 2 again this time in a smaller circle. Have them continue to create the story until you say "stop". In other words the object will now go around many times, the story is not over after one time around!! Speed is again the crucial point.

Step 4: Have the small circles stand. Using their object as a prop now have them create a reactive story using movement. Holding a shoe one student might begin, "One day I was ironing and I burnt my finger" (they would be showing this and then pass the object. The object must then change identity). The next student might continue, " so I ran to the freezer, grabbed a pack of ice and put it on my burn" (this student will demonstrate this action the shoe now being a pack of ice). This will continue around the circle until you called "stop". Just as in step 3 the object will go around several times building on the same story. Each time a student has the prop it must be something new (the student who used it as an iron must build on the story making it a new item the second time it comes to that student).

Step 5: Bring the students all back together. Allow them to share their experiences and thoughts. Ask them the difference between fast thinking and reactions. Which is harder and which more exciting? Point out that in al] acting reacting is crucial!


LESSON 6: Finding a Through Line

Educational Objective: The students will demonstrate their ability to create a through line by connecting unrelated lines in a short improved story.

Materials needed: One blank sheet of paper and a pen or pencil for each student. Also a picture, stuffed animal or some object that will provoke thought.

Hook: Have a picture, a stuffed animal or any object sitting in plain view at the front of the room.

Step 1: Group the students into separate groups of 4-6. Give each student a blank sheet of paper and a writing utensil. Then explain the following game. a) Looking at the object at the front of the room have them write, at the top of the paper the first phrase or sentence that comes to mind. b)Have them pass their papers to the right within their circle. Have them read the sentence or phrase on this new sheet of paper and write the first phrase or sentence they can think of. This should be directly under the first phrase. c) Have them fold the paper under so the first phrase can't be seen, but the second one is visible. Have them pass these papers again to the right. d) They should read this new phrase and write another' again folding the paper so that only the sentence they just wrote can be seen. e) This process of reading a phrase, writing a phrase, folding the paper so only the last sentence can be seen and passing it to the right should continue until each person ends up with the paper they began with.

Step 2: They may open their mini "stories" and read them aloud within their group. They should choose their favorite "story" and hand the remaining one's to you.

Step 3: Within their groups each person must choose one line from the story, not the line they wrote. Then, give them a few minutes to create a short story in which each person's line connects in some way to the story. Other dialogue may be used as long as each student says his/her line and it has a connection to the improved story. (At this time be cutting apart, line by line, the extra stories that won't be used for the groups' improve)

Step 4: Have each group perform their story (it should be very short).

Step 5: Discuss with them the difficulties they had in creating or performing their stories and how the stories could have been improved. Discuss the concept and importance of a through-line in plays and scenes. Tell them they are going to do the exercise again. This time have them create a solid through line, no matter how off-the-wall. Their story can go in as many directions as necessary to make sense of all of the lines.

Step 6: Have each student randomly select a sheet of paper containing a line from the stories you cut apart in step 3. In their same groups give them a few minutes to create a story and a through-line to connect each students line.

Step 7: Have each group again perform their new improved stories.

Step 8: Discuss the improvements in the improv as well as what they gained overall from the activity.

LESSON 7: Introduction to Objectives

Educational Objective: The students will demonstrate their ability to understand and use tactics in a short, improved situation.

Materials Needed: Cookies in a container, slips of paper with tactics already and blank slips of paper

Hook: Be eating cookies as they walk into class. Have the container set open and out somewhere the class will notice them. Say nothing as you walk around taking care of some made-up business and eating your cookie(s). Take as long as is necessary for them to become aware and try to obtain some cookies.

Step 1: Discuss with the students all of the different ways in which they tried to get the cookies, also the ways in which they could have tried. Explain that the cookies became an objective for the students, or something in which they wanted. Then explain that all of the ways they tried to get the cookies were tactics.

Step 2: Have one volunteer come to the front of the room to either sit or stand with the container of cookies. Then choose another volunteer to come to the front of the room. Let this student choose one slip of paper out of a box that you have previously prepared with tactics. Tell this student they have 20 seconds to obtain a cookie from the other only using the tactic on their slip of paper. Tell the cookie holder to be firm about giving cookies away. The cookie holder must be convinced by the tactic to give the other student a cookie.

Step 3: Repeat step 3 until all students have had a chance drawing and using a tactic from the box. The cookie holder should become the next person to draw a tactic.

Step 4: Give every student who didn't obtain one in the exercise a cookie now.

Step 5: Describe to the students three varying real life situations each with two people in which both people have an objective. In a class discussion have them brainstorm what each person might do to achieve the given objective. Give each student a few blank slips of paper. Have them write different tactics on the papers, one on each slip.

Step 6: Ask for two volunteers to do a short improv of the first situation. Have the two of them each draw 2-3 tactics from the slips of paper the students have written on. Before beginning refresh the memory of the two volunteers on the situation and on their individual objectives. Let the two students improv the scene.

Step 7: Use two different sets of two volunteers to improv the other two situations discussed in step 5. Follow step 6 for the last two scenes.

Step 8: Discuss with the class what they have learned about tactics and how this might help an actor in his/her performance.

(This lesson may take two days, if so split it between steps 4 and 5)
Lesson 8:  Performing an Improv
Educational Objective: The students will demonstrate their ability to utilize the elements of improv taught in this unit by performing an improv scene.

Materials Needed: Slips of paper with situations and objectives (each piece will have one, two character situation and two objectives, one for each character)/ objects (could have been used in previous lessons)/ pieces of candy, two of each kind and tape

Hook: Have pieces of candy taped underneath the students desk ( put the same types of candy under the desks of those students you wish to be partners). Have the, students look under their desk and find their partner. 

Step 1: Explain to the class that this is the performance day where they will use all the improv skills they have learned. They will be given a situation, one objective for the each of them and one object. They will be given 5 minutes think about their situation, objectives and a way to use their object (one or both students can utilize the prop).

Step 2: After the 5 minutes sit them in one area of the room ready for the performances. Explain that they will be graded by their classmates as well as yourself. Hand out the grading sheets and briefly explain them.

Each student will be graded individually, not as a pair. The students watching will not grade until after the students performing have explained their objectives. The following is an example of the student grading sheet: 

Scale is 1-5, 5 being the best.
Skill __________ 
Explanation __________ 
1) Creativity/ Were their ideas creative? _________
2) Connection/ Did ideas fit & make sense? _________
3) Objectives/ Did they use tactics and go for their objectives? _________

Step 3: Let each pair perform. After they perform let them reveal their situations and objectives. Allow the viewing students a few moments to grade. Then continue until all have performed.

IMPROVISATION UNIT #2

OVERALL OBJECTIVE: Students will demonstrate an understanding of the use of improv by performing an improvised scene and evaluating improv exercises.*
· LESSON 9: Intro to improv. 

· LESSON 10: Improv for vocal responses. 

· LESSON 11: Improv for movement.

· LESSON 12: Improv for character study. 

· LESSON 13: Improv for sensory awareness. 

· LESSON 14: Improv scenes. 

· LESSON 15: Improv Project

* Half-way through unit, evaluation sheets will be handed out. Students are to keep the questions in mind as they finish the unit. These sheets are due on the last day of the unit.

Lesson 9: INTRO TO IMPROV

OBJECTIVE: Students will demonstrate an understanding of improv guidelines by using them in an exercise.

HOOK: Show "Raiders of the Lost Ark" clip where Indy pulls hi gun on swordsman in city. Explain that as improvised, not originally scripted.

STEP 1: Ask students what the word "improvisation" means. Ask students what they think improvisation in theatre is. Ask them why improv is important to theatre.

STEP 2: Give students a brief history of improv and discuss current styles of improv in theatres (i.e. theatre sports, game show, variety show, rehearsed show).

STEP 3: Have students take notes on the do 's/dont's of improv. List them on the board:

Do's: Take cues from scene partner. Be spontaneous.

Don't(s): Don't ignore/deny scene partner. Avoid asking questions (acting is doing, not telling).

STEP 4: Conversation with a speck (demo game). Emphasis on using the rules. One player is voice of speck, other is passerby. Passerby tries to locate and deal with the speck appropriately.


Lesson 10: IMPROV FOR VOCAL RESPONSES
OBJECTIVE: Students will demonstrate ability to respond vocally by participating in an exercise.

HOOK: Hold "Best Actor Trophy" as you stand in front of class. Ask students if they watched the last academy awards, Oscar, or like ceremony.

STEP 1: Academy award game. Students come forward one at a time to give a brief acceptance speech. Students must say at least two sentences, must thank at least three people, and mention the title of the film/play they received the award for.

STEP 2: Gibberish interview. One student acts as host of a talk show. He/She must introduce the name of show, subject of discussion and the guest. Host then calls on audience members to ask questions of the guest. -The guest can only speak gibberish. The host must repeat the question to the guest in Gibberish and make up an interpretation based on the guest expressions/vocal tones. Students must stay on subject, host must not ignore guest's expressions.

STEP 3: Add to the rules words that can't be used in the interview.

STEP 4: Add to the rules words that must be used. *Anytime rules are broken a buzzer sounds and the violation utterance is thrown out.


Lesson 11: IMPROV FOR MOVEMENT
OBJECTIVE: Students will demonstrate ability to improvise movement by participating in an exercise.

HOOK: 12 Students are made to stand in line against chalk board as they arrive at class.

STEP 1: Most deaths in a minute exercise. The 12 students are separated into two teams. Two students from the audience are chosen as counters. The teams compete for the greatest number of deaths (be creative) they can act out in one minute. No repeats.

STEP 2: Slide show. One player is chosen as a host. Host chooses a subject (i.e. family reunion, B-day party, X-Mas). 4-10 players act as photo subjects. Host clicks to each slide, narrating what it's about. Before each click, the photo croup has 10 seconds to figure out what they will do.

STEP 3: What Are You Doing? (2 players). One player starts with an action (i.e. rolling dough). The other player asks, "What are you doing?" The first player responds with an unrelated activity, such as "I'm pouring milk." The other player then performs that activity and the question is asked again. Play continues until one player does the wrong activity or is stumped to suggest a new activity. Activities cannot be too closely related (i.e. stirring cake mix and beating eggs).

STEP 4: Animal scenes. Two players are given a place, relationship, and situation. Each player is also given an animal. They must improv a scene, giving their character the attributes of the animal while remaining human.


Lesson 12: IMPROV FOR CHARACTER STUDY
OBJECTIVE: Students will demonstrate ability to develop a character by participating in an exercise.

HOOK: Display hats that symbolize profession/character types. Ask students how a person who wears each particular hat might behave. What are they like? Get a brief character study for each hat.

STEP 1: Have a large box of hats hidden from view of students. Choose (2-3) students to come in front of class. Give each a different hat. Give them a few seconds to devise a character, then put them in a situation with one another (i.e. at a coffee shop, in an elevator, at the checkout counter).

STEP 2: Talk show. Choose 3-4 players to be certain professions. Choose an object and a few topics. A host is chosen to guide discussion and mediate the talk show. Discussion must be based around object and must include one of the topics. Add rules to emphasize character.

STEP 3: Scene of the murder. Several students are singled out as witnesses. Each is given a card with their name, occupation and certain information that will lead to a solution of the murder mystery. Witnesses are led out of the room to the scene of the murder (a stuffed dummy). The remaining students play the roles of detectives and are brought to the scene to solve the case. First detective to solve the case wins.

Materials: 10-20 hats, Character cards, Dummy.

Lesson 13: IMPROV FOR SENSORY AWARENESS
OBJECTIVE: Students will demonstrate sensory awareness by participating in an exercise.

HOOK: Sit in front of class with a pair of slippers and a warm blanket covering shoulders or lap. Pretend it is a cold night and you're warming yourself by the fire after coming in from the cold.

STEP 1: Pull out several objects from a box (i.e. cup, goblet, tissue, chocolate bar wrapper). Have students take one object and describe its taste, feel, sound, look, smell to their neighbor.

STEP 2: Lead students in an exercise of performing a short action sequence with the object, paying strict attention to the senses the object stimulates.

STEP 3: Have students switch objects and repeat exercise.

STEP 4: Have students improvise a short scene of small talk (i.e. Bus Stop) while performing the last exercise. Students cannot make mention of the object they have in the conversation.


Lesson 14: IMPROV SCENES

OBJECTIVE: Students will demonstrate ability to use all previous elements together by performing an improvised scene.

HOOK: Come to class equipped as a referee (whistle, stopwatch, stripes). Blow whistle. Explain that today is the game day. Up to now they have been in practice. Now they must put all that practice to work in a final improv scene.

STEP 1: Break students into teams. Give them 30 seconds to list words, images, activities, colors, etc on a specific topic (i.e. Christmas, summer, skiing). Blow whistle. Give them 3 minutes to come up with a scene using as many of those words/ideas as possible. Blow whistle.

STEP 2: Have students perform their scenes.

STEP 3: Give each group a famous fairy tale and a style in which to perform it (i.e. Hansel and Gretle as a western). Give them 5 minutes to prepare a scene. Blow whistle. 

* Scenes must have:1. Beginning, Middle and End 2. Strong defined characters 3. Follows rules of improv

STEP 4: Have students perform

STEP 5: Add to the fairy tale scene by giving them an object to incorporate. Reinforce the standards for a good scene.

Lesson 15: IMPROVISATION PROJECT

You are to write a two-page essay, which contains the following information concerning the Improvisation Unit.

· 1. Define what improvisation is. 

· 2. How does improvisation help an actor?

· 3. What were some of your favorite improvisational games? And Why?

· 4. What did you learn about yourself?

· 5. How can improvisation help an individual in his/her daily life?

This essay will be worth 100 points. You will be graded on each of your responses to the above questions. Please remember to include your NAME, DATE, and CLASS PERIOD. This may be hand-written or typed.

Resources for Teachers
Books
Recommended by Emily Dake Farnham and used to help create this curriculum guide.

Caruso, Sandra and Paul Clemens. The Actor’s Book of Improvisation: Dramatic Situations for the Teacher and the Actor. New York: Penguin Books, 1992.

Close, Del,  Charna Halpern and Kim "Howard" Johnson. Truth in Comedy. Colorado Springs, Colorado: Meriwether Publishing, 1994.

Sweet, Jeffrey. Something Wonderful Right Away. NYC, NY: Limelight Editions, 1978.

Books Recommended by
http://www.improvcomedy.org/index.html

A large number of books have been written about improvisational theatre, and the following is not by any means an exhaustive list. 

One small note: "theatre" is not a typo, it's the correct spelling in England and Canada (where a lot of the improv books are from).  It will be "theater" for books published in the United States and "theatre" everywhere else. 



Title: Impro
Author: Keith Johnstone
ISBN: 0-413-46430-X
Publisher: Methuen
Ranking: good
Description: An excellent book for someone just starting out in improv, and worthwhile reading for people who've been doing it for a while. Discusses a lot of basic theory, and explores the nature of spontaneity. Keith Johnstone is best known as the inventor of Theatresports.



Title: Improvisation for the Theater
Author: Viola Spolin
ISBN: 0-8101-1000-8
Publisher: Northwestern University Press
Ranking: good
Description: Another essential text for budding improvisers. This and "Impro" are probably the two fundamental texts to start from. Whereas "Impro" covers the theory, this book emphasizes the practical use of theater games. Viola Spolin was one of the founders of modern improv, and her early work in the 1930's led to the Compass Theatre and Second City.



Title: Truth in Comedy
Author: Del Close, Charna Halpern and Kim "Howard" Johnson
ISBN: 1-56608-003-7
Publisher: Meriwether Publishing of Colorado Springs, Colorado
Ranking: good
Description: One of the best "contemporary" books above improv. Very practical approach, aimed directly at people who are actively performing in an improvisational format. Del Close is one of the pioneers of improvisation, and was one of the founding members of the Chicago-based Second City.



Title: Interactive Acting
Author: Jeff Wirth
ISBN: 0-9632374-9-7
Publisher: Fall Creek Press, Fall Creek, Oregon.
Ranking: good
Description: An excellent primer for both interactive (audience participatory) theatre and improvisational theatre in general. Written in clear, simple language.



Title: Improvisation in Drama
Author: Anthony Frost and Ralph Yarrow
ISBN: 0-312-04746-0
Publisher: St. Martins Press, 1989
Description: Tremendous book giving an overview of improvisation from ancient times to now. Contains a great comparison between Johnstone and Spolin and the "New York School" vs. the "Chicago School".



Title: Improv Comedy
Author: Andy Goldberg
ISBN: 0-780573-606083
Publisher: Samuel French, Hollywood
Ranking: okay
Description: Good treatment of the elements of improvisation. One of the few books that actually discusses the practicalities of assembling a troupe, structuring a show, getting suggestions from an audience, lighting and music. Also presents a good list of workshop games and exercises. Andy Goldbeg is a director and performer with "Off the Wall", a Los Angeles-based improv troupe.



Title: Comedy Improvisation
Author: Delton T. Horn
ISBN: 0-916260-69-0
Publisher: Meriwether Publishing, Colorado Springs, Colorado
Ranking: okay
Description: Solid discussion of the basic principles of improv; also has a brief overview of forming a troupe and staging a show.



Title: How To Be Really Funny
Author: Mark Stolzenberg
ISBN: 0-8069-6887-7
Publisher: Sterling Publishing, New York
Ranking: okay
Description: Despite the goofy title (and a cover that makes it look like it's aimed at kids) this is a surprisingly good book with a fresh approach.



Title: Improv! A Handbook for the Actor
Author: Greg Atkins
ISBN: 0-435-08627-8
Publisher: Heinemann, Portsmouth, New Hampshire
Description: As the title implies, this book is aimed at the actor who wishes to improve his or her improv skills for use in straight theatre.



Title: Commedia dell'Arte: An Actor's Handbook
Author: John Rudlin
ISBN: 0415-047706
Publisher: Routledge, London
Description: Includes a short history of the Commedia form, a guide to playing each of the stock characters, and possible applications for twentieth century theatre.



Title: Playing Boal Edited by Mady Schutzman and Jan Cohen-Cruz
ISBN: 0-415-08608-6
Publisher: Routledge, London
Description: A collection of essays by practitioners of Boal's techniques, exploring variations on and practical experiences with Theatre of the Oppressed.



Title: Something Wonderful Right Away
Author: Jeffrey Sweet
ISBN: 0-380-01884-5
Publisher: Limelight Editions (118 E. 30th St., NYC, NY 10016)
Ranking: history
Description: An outstanding history of the early days of improvisation in the United States, starting with the roots around the University of Chicago. Comprised almost entirely of interviews with the people who actually shaped the form, including David Shepherd, Paul Sils, Mike Nichols, Del Close, Theodore Flicker, Bernard Sahlins, Paul Sand, Alan Arkin, Alan Alda, David Steinberg, Valerie Harper and Gilda Radner. If you want to know how it all began (and learn something about improvisation, as well) then this is the book to get.



Title: The Compass
Author: Janet Coleman
ISBN: 0-226-11345-0
Publisher: Knopf, New York (hardcover), University of Chicago Press (softcover)
Ranking: history
Description: A more detailed examination of one of the earliest improv troupes, The Compass. Provides interesting insights into the group's dynamics, as well as the discoveries they made about the craft.



Title: Something Like a Drug
Author: Clem Martini and Kathleen Foreman
ISBN: 0-88995-122-5
Publisher: Red Deer College Press, Calgary
Ranking: history
Description: Subtitled "an unauthorized oral history of Theatresports".



Title: House of Games
Author: Chris Johnson
ISBN: 0878300899
Publisher: Routledge, NY, 1998
Description: Frank Gallagher says: "Very good on process of creating groups and performances. He focuses on the leader's role, which he calls facilitation. It appears his work is almost exclusively among marginalized segments of society. Nice mix of theory and application, the application is explained by the theory."



Title: Theater Games for the Classroom
Author: Viola Spolin
ISBN: 0-8101-4004-7
Publisher: Northwestern University Press



Title: Theatre Games for Young Performers
Author: Maria C. Novelly
ISBN: 0-916260-31-3
Publisher: Meriwether Publishing, Colorado Springs, Colorado



Title: Let's Improvise
Author: Milton E. Polsky
ISBN: 0-13-532051-8
Publisher: Prentice-Hall



Title: Theatre Games
Author: Clive Barker
ISBN: 0-413-45380-4
Publisher: Methuen
Description: As far as I know, this Clive Barker is not the same one that writes horror novels and films.



Title: Improvisation
Author: John Hodgson and Ernest Richards
ISBN: 0-394-17099-7
Publisher: Grove Press, New York



Title: Gamester's Handbook
Author: Donna Brandes and Howard Phillips
ISBN: 0-09-1364213
Publisher: Hutchison, London, UK
Description: Good collection of workshop games.



Title: A Guide to Improvisation
Author: Ronald James and Peter Williams
ISBN: 0-906836-05-4
Publisher: Kemble Press, Oxon, UK
Description: Fairly solid collection of games, oriented towards teaching theatre rather than performing.



Title: Drama Starters
Author: Graham Stoate
ISBN: 0-17-444115-0
Publisher: Thomas Nelson and Sons, Surrey, UK
Description: Another collection of games, mostly geared towards teaching drama to children.



Title: Improvisation Through Theatre Sports
Author: Lynda Belt and Rebecca Stockley
ISBN: 0-9620799-1-X
Publisher: Thespis Productions, 2010-12th Ave SE, Puyallup, Washington
Description: Very good collection of performance games.



Title: Whose Line is it Anyway?
Author: Dan Patterson and Mark Leveson
ISBN: 0-7126-3577-7
Publisher: Century, with Channel Four Productions, London, UK
Description: A fun little book based on the popular British TV series (seen on PBS in the States). Very light reading, features many photos from the series along with descriptions of some of the most popular games (as well as hints about how to play them).



Title: The Improvised Play
Author: Paul Clements
ISBN: 0-413-50440-9
Publisher: Methuen
Description: A description of the work of Mike Leigh, who uses improvisational techniques to create scripted theatre.



Title: Don't Be Prepared
Author: Keith Johnstone
ISBN: 0-9698382-0-4
Publisher: Loose Moose Theatre Company
Description: Described as a Theatresports manual for teachers and improvisers, but it actually contains a lot of insight into the craft of improv. Also contains a list of various games and some of the theories behind them.



Title: SAK Comedy Theatre Lab Playbook
Author: SAK Comedy Theatre Lab
Publisher: SAK Productions, 45 E. Church, Orlando, Florida 32801, phone number (407) 648-0001
Description: A great big collection of games, old and new, with short descriptions.



Title: Improvising Real Life: Personal Story in Playback Theatre
Author: Jo Salas
ISBN: 0964235013
Publisher: Kendall/Hunt
Description: Presents the history, techniques, and principles of the interactive form, Playback Theatre, developed by Jonathan Fox, in which stories told by the audience are "played back" by improvisational performers. Includes chapters on ritual, use of music, and conducting. [Wirth]



Title: Scenarios of the Commedia dell'Arte
Author: trans. & ed. by Henry F. Salerno
ISBN: 0879101334
Publisher: Limelight Editions
Description: A collection of fifty complete plots from the commedia dell'arte, presented in scenario form. This book can be used as a model for understanding scenario-driven, rather than script-driven, performances. [Wirth]



Title: Tony n' Tina's Wedding
Author: Artificial Intelligence
ISBN: 0573694729
Publisher: Samuel French
Description: A full-scale script for an environmental interactive show. [Wirth]



Title: Acting Games - Improvisations and Exercises
Author: Marsh Cassady
ISBN: 0916260925
Publisher: Meriwether, Colorado Springs, Colorado
Description: A textbook of theatre games and improvisations. [Halpern]



Title: Improve With Improv!
Author: Brie Jones
ISBN: 0916260984
Publisher: Meriwether, Colorado Springs, Colorado
Description: A guide to improvisation and character development. [Halpern]



Title: Il segreto della Commedia dell'Arte
Author: Ferdinando Taviani
Publisher: La Casa Usher, Firenze, 1982
Description: Written in Italian.



Title: Improv, Reflexion et Analyse
Author: Robert Gravel and Jean-Marc Lavergne
Publisher: Lemeac, Montreal, Quebec, Canada
Description: Written in French.



Title: Playing the Game
Author: Christine Poulter



Title: Improv Game Book II
Author: Lynda Belt
ISBN: 0-9620799-6-O.
Publisher: Thespis Productions, 2010-12th Ave SE, Puyallup, Washington.
Description: A follow-up to Improvisation Through Theatre Sports, its just a collection (albeit a good one) of performance games.



Title: Theatre of the Oppressed
Author: Augusto Boal
ISBN: 0-930452-49-6.
Publisher: Theatre Communications Group, New York.
Description: The theory of Boal's system of interactive, empowering form of theatre.



Title: Games for Actors and Non-Actors
Author: Augusto Boal
ISBN: 0-415-06155-5.
Publisher: Routledge, London.
Description: The practical application (exercises, games, and structures) of Boal's system.



Title: Playing Boal Edited
Author: Mady Schutzman and Jan Cohen-Cruz
ISBN: 0-415-08608-6.
Publisher: Routledge, London.
Description: A collection of essays by practitioners of Boal's techniques, exploring variations on and practical experiences with Theatre of the Oppressed.



Title: Improvising Real Life: Personal Story in Playback Theatre
Author: Jo Salas
Publisher: Kendall/Hunt.
Description: Presents the history, techniques, and principles of the interactive form, Playback Theatre, developed by Jonathan Fox, in which stories told by the audience are "played back" by improvisational performers. Includes chapters on ritual, use of music, and conducting.



Title: Stevie Ray's Medium-Sized Book of Comedy... What We Laugh At, and Why
ISBN: 0967178606
Publisher: Punchline Publications
Description: Deals with the elements of conditions of laughter both on and off the stage.



Title: Whose Improv Is It Anyway: Beyond Second City
Author: Amy E Seham
ISBN: 1578063418
Publisher: University Press of Mississippi
Description: Drawing on the experiences of working improvisers, WHOSE IMPROV IS IT ANYWAY? provides a never-before-published account of developments beyond Second City's mainstream approach to the genre. This fascinating history chronicles the origins of "the Harold", a sophisticated new "long-form" style of improv developed in the '80s at ImprovOlympic, and details the importance and pitfalls of Comedy Sportz. Here also is a backstage glimpse at The Annoyance Theatre, best known on the national scene for its production of The Real Live Brady Bunch. Readers will get the scoop on the recent work of players who, feeling excluded by early improv's "white guys in ties", created such independent groups as The Free Associates and the African American troupe Oui Be Negroes.

Movies/T.V

Best in Show by Eugene Levy & Christopher Guest. Castle Rock Entertainment, 2001. PG-13.**

Spinal Tap by Eugene Levy & Christopher Guest. Embassy Pictures, 1984 / MGM (re-release and DVD) 2000) Rated: R.** 
The Sid Caesar Show
Waiting for Guffman by Eugene Levy & Christopher Guest. Castle Rock Entertainment. 1997. PG-13.**

Who’s Line Is It Anyway? (any television episode—would be very good for previewing/presenting a new game to your class).

(** means that these videos are excellent portrayals of detailed character analysis based on improvisation. In fact, these movies are completely improvised, and the actors had no scripts. As a teacher, you should watch these movies to gain an understanding of and an appreciation for the medium known as “Improvisation”).

Online Resources

http://www.learnimprov.com/  “Learn Improv” 

http://www.byu.edu/tma/arts-ed/units/impvunit.htm   “Improvisation Unit.” Brigham Young University. Provo, UT 84602.  (801) 378-4636. 2001.
www.byu.edu/tma/arts-ed/units/imp2unit.htm   “Improvisation Unit.” Brigham Young University. Provo, UT 84602.  (801) 378-4636. 2001.
www.byu.edu/tma/arts-ed/home/improv.htm   “50 Improvisation Starters for Grades K-12.” Brigham Young University. Provo, UT 84602.  (801) 378-4636. 2001.
www.cln.org/themes/improv.html   “Improv Theme Page”  
www.improvcomedy.org  “The Improv Page” 

www.lowrent.net/super/improv/games.html  “Fuzzy’s Games List” 
http://personalpages.tds.net./~east1/newclass.htm “Improv Class Online” 

http://www.mailbag.com/users/east/newclass.htm  Takes you to the same “Improv Class Online”
www.spolin.com   “The Spolin Center”  
http://www.learnimprov.com/  “Learn Improv” 
http://www.cage-match.com/phprank/index.php  “Top 50 Improv Sites”
http://www.humanpingpongball.com/  “Improv Encyclopedia”
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