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In this process workbook, I am going to discuss how my process as an actor has 
become more cemented due to the analysis of William Shakespeare's plays, 
investigation of characters, exploring both vocal and physical strategies to improve my 
delivery, performance and understanding of Shakespeare’s intentions. I will use my 
duologue 1: Twelfth Night (1602), duologue 2: Measure For Measure (1604), and 
monologue: Richard III (1592-94) to discuss my discoveries. 

 

Duologue 1  

My first duologue is from Twelfth Night, I play Olivia. 

Context  

Lady Olivia, who gets a message from a messenger, Viola. Olivia is not interested in 
Orsino message, rather she takes a liking to Viola, who is a woman dressed as a man. 
The main themes consisted of romance, deception and humour.  

Early Discoveries and my process  

With Vivienne, we translated the scene to break up the text, a method we learned in 
previous classes. 

I applied Constantine Stanislavsky 5 w’s, who, what, why, where and when (appendix  
1), united to ‘pick apart the structure’ (Merlin, 2014, p. 70) (appendix 2& 3 ), I used Katie 
Mitchell to title each scene, ‘Invent a new title for each act or scene that describes 
what actually happens during the action and that immediately gives the actor 
something concrete to play.’ (Michell, 2008, p. 67) (appendix 2&3) 

To explore each moment Mitchell explains ‘The actors will need to have clear pictures 
of these events and how they have affected them before they can start to play the 
immediate circumstances leading up to the play.’ (Mitchell, 2008, p. 32) (appendix 4). I 
analysed each scene in detail to approach my characters like we were performing the 
full play. I wanted to have a fully developed character.  

Uta Hagen  

I used Uta Hagen’s eight questions (Appendix 5) to understand more about Olivia. 
‘These are the questions we much ask ourselves and explore and define in order to act’ 
(Hagen, 2014, p. 83).  

To add a physicality and start the scene off, I used Hagen’s technique of having an 
action to start a scene. Hagen explains ‘determine what you are doing there besides 
talking. A verbal life can never have freedom or precision if the body from which the 
words must spring is inaccurately occupies’ (Hagen, 2008, pp. 122, 123). I crossed my 



legs on my first line. This action created closed off body language, grounds me and 
reflects how Olivia feels at the start of the scene.  

TECHNICAL WORK  

I also made a cue script to help me learn lines and feel more Shakespearian. ‘The only 
other words on the cur script, apart from the actor’s own, would be the last few words of 
speeches immediately preceding his: the cue-line or Watchword (for an entrance)’ 
(Tucker, 2001, p. 30) (appendix 6). 

When discovering our dynamic, we discussed how Olivia’s interest in Viola is 
noticeable when she changes from prose (conversational language) to verse 
(heightened language/ Iambic pentameter). ‘Many characters speak both in prose and 
verse, which is a big clue to make an acting gear change between the two’ (Tucker, 
2001, p. 4). When the text changed, then I develop Olivia’s likeness for Viola.  

Physicality, Posture and the Alexander Technique  

I wanted Olivia to have excellent posture, see appendix 7 for how I explored Olivia’s 
posture through the alexander technique by Fredrick Mattias Alexander. ‘The 
Alexander Technique, by helping you to release the build-up of tension, helps you to 
perform to your maximum ability with the minimum amount of effort’ (Brennan, 2016, p. 
29). I found these techniques to help me be more aware of my body and enables me to 
ensure that my natural posture doesn’t become a part of the character. This led me to 
discover her walk by leading by my hips leading to a controlled, graceful walk reflecting 
a high-status character.  

Accents and Vocal work  

This module felt like the right time to start exploring accents. I developed a RP English 
accent, which suited Olivia’s background. To refine this, I watched videos of the royal 
family, mimicking their mouth shapes and sounds and applied that to my text. This 
made the process fun and added confidence to trying accents.   

To support this vocal work, I found the MOUAH sounded breathing and our letter song 
when warming up helped me be more aware of my mouth and to articulate each letter.  

 

 

 

 

 



Duologue 2  

My Second duologue was with Maarc in Measure for Measure (1604) as Isabelle.  

Context 

Isabelle tells Claudio, her brother, he cannot live unless she sleeps with Judge Angelo. 
From analysis, we concluded that it is a high stakes scene for both, the turning point 
occurs when they both realise if the other person doesn’t do what they want Isabelle’s 
soul will ‘die forever’ and Claudio will be executed.  The main themes included religion, 
power and justice. 

Early Discoveries and my process  

We translated and discussed the context of the scene, applied Stanislavsky 5’ws 
(appendix 8) and units (appendix 9), Hagen’s eight questions (appendix 10) and Katie 
Mitchell’s scene work (appendix 11). This process of exploring a duologue has become 
a routine for me because I know I can rely on it to give me accurate information and 
results.  

I used Hagen’s question ‘what surrounds me’ (Hagen, 2008, p. 82 ) to visualise the 
space. I imagined being in Kilmainham jail in Dublin, a place I have visited. By picking a 
place that I was familiar with in my memory, it made the scene more accessible 
spatially. As my character doesn’t have a lot of eye contact with her brother, Claudio, I 
wanted to know what I would be looking at instead. 

  

 

 

 



Vocally discoveries and development  

There was a big focus on vocal strength for me, especially at the end of the scene. To 
make sure that I didn’t hurt my voice and keep myself vocally connected to the text I 
warmed-up my voice. I found I was able to release tension and improve my breath 
ability through spinal rolls in our warm-ups.  The movement enabled me to get a deeper 
breath, meaning I am also able to say the text stronger rather than if my breath was 
short and full of tension. 

Director work  

Maarc and I worked with Andrew to develop our scenes further. It seems obvious, but 
when I stayed very present and really listened to Maarc in the scene, I found myself 
reacting very easily to what was happening, and the emotional aspect was more 
assessable for me. 

 ‘Listening operates on two levels: you have to listen to your own inner activity and at the 
same time you have to listen to your performance partner. This level of listening can 
only exist when you are in a particular state of receptivity’ (Merlin, 2017, p. 19).  

During warm-ups, I became aware of how present I was in the space. I wanted to learn 
how to replicate that grounded feeling and ability to fully listen for performance, so I 
researched techniques to stay in this present state. Rodenburg in her book Speaking 
Shakespeare discussed her three circles of energy:  

‘In second circle, our body is alert to the world around us. Our alertness is a circle or a 
sphere of energy that engages our whole body. The body is open to second circle when 
it is centred. Our speech is clear, our ears open. When we are in second circle, we are 
present with the text and the audience’ (Rodenburg, 2002, p. 36).  

See appendix 12 for how I discovered my second circle 

Challenges  

A challenge for this scene was saying the word alas because I never use that word 
normally. To resolve this, I just started using it in my daily speech in replace of words to 
make it more natural for me.  

Physically.  

I went to school in an all-girls catholic convent where nuns taught some of our classes. 
I remember the nuns used to walk with their hands behind their back. They were always 
very poised and that felt correct for Isabelle too. It also served as a greater contrast 
physically when the scene starts to shift and she realised her brother wants her to help 
him survive.  



Costume 

I also wore a cross necklace when rehearsing because Isabelle would wear one every 
day. Hagen states ‘you are helped in physical reality by the very clothes you chose to 
wear’ (Hagen, 2009, p. 71). I found by wearing the necklace and the routine of putting it 
on was simple but allowed me to connect to the character.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Monologue  

My monologue was Lady Anne from Richard III.  

Context  

Lady Anne is about to bury her husband, Edward. This is the last time she will speak to 
her husband, so she says her final words, and curses Richard III, in doing so she curses 
herself.  

Process of creating character  

As my duologues, I had my process of approaching the text, research the play, apply my 
5 w’s (appendix 13), united & titled each scene (appendix 14), applied Hagens eight 
questions (appendix 15) and analysed the scene (appendix 16). 

Vocal Quality  

My articulation is important especially because she is distraught about her husband. 
One way I approach this was slowing it down to figure out the true meaning. ‘Breaking 
up sentences and reading them slowly will help you understand and make it clearer for 
an audience’ (Fantasia, 2003, p. 19). This technique made me discover important words 
to emphasise, meaning that when I said it at a normal pace, I knew what words where 
important. This also links in with my warm-up in class, to ensure that the monologue is 
fully heard, the articulation, sighs and gasps we practiced enabled my voice to be fully 
open and therefore heard. 

Physicality - Jacques Lecoq  

Animal study  

‘The analysis of animal movement brings us closer to the study of the human body and 
helps with character creation’ (Lecoq, 2020, p. 92). My outward animal was a brown 
bear, and my inward was a slug. I felt she was presenting very bravely for a woman who 
just lost her husband but inside she must feel very slow and stuck.  

Nature dynamics  

‘The four elements (water, fire, air and earth) are approached through their different 
manifestations’ (Lecoq, 2020, p. 87). I chose earth to represent Anne because I feel it is 
heavy, full of tension. In class when exploring these elements, I found earth to be having 
something on my back, and I thought about the weight Anne must now have on her 
during rehearsal and performance.  

 



Grief Research  

Her character is grieving heavily. I was familiar with the different stages of grief from a 
previous module, so I applied them to my monologue. I focused specifically on anger:  

‘When the first stage of denial cannot be maintained any longer, it is replaced by 
feelings of anger, rage, envy, and resentment'. 

 Combined with bargaining: 

‘If we have been unable to face the sad facts in the first period and have been angry at 
people and God in the second phase, maybe we can succeed in entering into some sort 
of an agreement which may postpone the inevitable happening’ (Kübler-Ross, 1969, pp. 
34, 44) 

This anger was towards Richard III and her bargaining for her husband; Edward’s life 
was to curse Richard.  

Michael Chekhov- Circles  

‘To radiate on stage means to give, to send out. It’s counterpart it to receive.’ (Chekhov, 
2020, p. 18). I imagined Chekhov’s centres to be in my heart at first but upon reflection 
it made sense to put the energy in my hands and try to radiate Anne’s energy to Edward 
through touch. ‘No matter where you choose to put the centre, it will produce and 
entirely different effect as soon as you change its quality’ (Chekhov, 2020, p. 49). I did 
enjoy the discovery of the centres and it’s interesting how the correct one ‘felt’ right 
through my instincts, I found it to be a pivotal point for trusting my instincts.  

Rudolf Laban  

I also applied Laban’s effort graph to my monologue. This allowed me to have different 
qualities to each section and a physical reaction I could internalise,(see appendix 14) 

 



Reflection on assessment 

It was rewarding to feel proud of the work I have done to prepare for this assessment. I 
felt my duologues had a journey through them and I was able to connect with my scene 
partner, so my character was in a different place emotionally at the end of the scene. I 
found because I was listening well, I was having new emotional discoveries.  Although, I 
would have liked to rehearse the push with Maarc, and we had only discussed it.  

From this module, I am able to go through a Shakespeare scene now and translate, 
dissect and perform it. 

I struggled with my monologue, due to the emotional nature of it. If the module was 
longer, I would have had more time to develop it but for the time I had, the emotions felt 
real, and I was able to vocally express the anger and sadness to the best of my ability.  

Through the module and previous ones, I have created and took techniques from 
practitioners, and I feel I have a solid base for creating characters from what I have 
applied to these texts and I’m excited to apply these and progress further in the future.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

Appendix  

Appendix 1- 5w’s of Twelfth Night  

 

  

 

 

 

 

 

 

 

 

 

 

 



 

 

 

Appendix 2 and 3  Units for scene and Titles 

 





 

 

 

 



Appendix 4- Analysis of Olivia Scenes  

 

 

 



 

 

 

 



 

 

 

 



Appendix 5- Uta Hagen eight Questions  

 

 

 



 

 

 

 



Appendix 6- Cue Script  

 

 

 



 

 

 

 



Appendix 7- Alexander Technique  

from the book-  Alexander Technique : An Introductory Guide to Natural 
Poise for Health and Well-Being by Richard Brennan  

Tasks to help with my posture: 

‘A simple exercise can demonstrate this excess tension in the neck muscles: sit in a 
chair and place either hand on the back of the neck so that the two middle fingers just 
meet in the middle of the neck at the base of the skull. Stand up, then sit down again, 
focusing your attention on your hands to detect any pulling back of the head. If you 
repeat this a few times, you may well notice more tension on the second or third 
occasion. 

‘THE ‘WHISPERED AH’ TECHNIQUE  

First notice where your tongue is and let it rest with the tip lightly touching the lower 
front teeth. 1.   Make sure your lips and facial muscles are not in tension. To assist this it 
may be helpful to think of something amusing. 2.   After you finish your next in-breath, 
open your mouth by letting your jaw drop (make sure your head does not tilt backwards 
in the process). 3.   Whisper an ‘ah’ sound until you come to the natural end of the 
breath. 4.   Gently close your lips and allow the air to come in through your nose and fill 
up your lungs. 5.   Repeat several times. Regular practice of this technique will help you 
to notice detrimental breathing habits and will lead to a more efficient respiratory 
system.’  

Lie down, knees up on yoga mat  

‘You are lying there try to become aware of any tensions in your body. You could ask 
yourself the following questions:     

 •   Is my back arched so that it is not fully in contact with the ground? •   Are my 
shoulders hunched so that they are close to my ears? 

 •   Are my shoulder blades not fully in contact with the ground because my shoulders 
tend to be rounded? 

 •   Do the books feel very hard because I have a tendency to pull my head back onto 
them with excessive tension in the muscles of the neck? 

 •   Can I feel one side of my body more in contact with the floor than the other side?  

•   Can I feel tension in either of my legs? Do they want to fall in or out to the sides? 

 •   Can I feel more pressure on the outside or the inside of my feet?   

https://librarysearch.uwtsd.ac.uk/discovery/fulldisplay?docid=alma99100250857302421&context=L&vid=44WHELF_UWTSD:44WHELF_UWTSD_VU1&lang=en&search_scope=Search_ELEC&adaptor=Local%20Search%20Engine&tab=Everything&query=any%2Ccontains%2Calexander%20technique&offset=0
https://librarysearch.uwtsd.ac.uk/discovery/fulldisplay?docid=alma99100250857302421&context=L&vid=44WHELF_UWTSD:44WHELF_UWTSD_VU1&lang=en&search_scope=Search_ELEC&adaptor=Local%20Search%20Engine&tab=Everything&query=any%2Ccontains%2Calexander%20technique&offset=0


 If the answer to any of these questions is ‘Yes’, the immediate reaction will be to do 
something to put matters right. The trouble is that anything you do, no matter what, will 
nearly always increase the muscular tension and make things worse.  

 

Appendix 8- Isabelle 5 w’s  

 

 
 

 

 

 

 

 

 



Appendix 9- Units  

 









 





 



Appendix 10- Uta Hagen Questions  

 

 

 



 

 

 

 



Appendix 11- Katie Mitchell scene analysis

sis  





 



Appendix 12- ‘Speaking Shakespeare’ book, 

SECOND CIRCLE  

First circle ‘speech mumbled with a causal connection to the text’  

Third circle ‘the text is strongly released but with a hollowness that has no 
connection’ pg. 36  

Ways to find the second circle:  

• ‘Walk around a room as through you have somewhere urgent to go. You must 
feel focus and direction as you walk. After even a minute of this walking, you will 
feel more engaged and alive. At that point stop and centre but feel all the energy 
of the walking in you.’ Pg.40  

• ‘Try pushing against a partner or wall. You will begin to touch the huge power you 
have in your breath and lower abdominal area.’ Pg. 41  

• ‘See how weak you become and how displaced the breath energy is if you tense 
your shoulders etc. you cannon efficiently push with these tensions. As you 
unlock them, you begin to touch your whole power and feel the strength of the 
lower breath support. As you come away from the push and re-centre, try to keep 
the memory of the power and presence in your body.’ Pg. 41  

• Note where you want this tension when performing to strengthen emotion and 
body work   

• Hold a chair above your head and re-centre when you place it down   

 

 

Appendix 13- 5 W’S Lady Anne  

 

 



Appendix 14- Units and Titles 

 

 



Appendix 15- Uta Hagen Questions 

 



 



Appendix 16- Scene Analysis  
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