Specialised Performance Practise Process Workbook

My first aim for this module is to apply my existing skills from previous modules to new concepts and ideas in a professional performance environment. Furthermore, I aim to apply my collaboration and devising skills with my peers in a professional environment, combined with exploration and application into established concepts and methods prominent in the industry. 

[bookmark: _Int_kh8T8RnG]Early stages of my process
[bookmark: _Int_bdQmTOIH]The two main methods/concepts we will be applying in this module is Katie Mitchell’s rehearsal techniques, and the Viewpoints approach from Anne Bogart and Tina Landau. Though we have briefly touched upon both in previous modules, I set out to refine my knowledge of both.
[bookmark: _Int_GRlJYWAI]Starting with Katie Mitchell’s rehearsal techniques, I read the book “The Director’s craft: A handbook for the theatre” by Katie Mitchell (Mitchell, 2008). In this book, Mitchell describes her approach to several aspects of the rehearsal process, each which I will try to incorporate into my own approach. These include the early response to the text, Events + Intentions, character work, and immediate circumstances. Research can be found in Appendix A (Appendix A).

I also read “The Viewpoints book” by Anne Bogart and Tina Landau (Bogart and Landau, 2004) which provides insight into gesture and use of the body to express emotion, particularly in ensemble performances. By altering each of these viewpoints, you open yourself up to change intention or emotion with your movement. In the words of the viewpoint project, they are spontaneous interactions between a group of actors that are useful for training our senses and sense of play as well as building an ensemble. A brief overview of the viewpoints can be found in Appendix B (Appendix B).


The first stage of our rehearsals brought forward a few different ideas for us to use in practise. The first of these was the five images - A golden band around the head pulling you up, strong legs pulling you down, relaxed arms and shoulders, an open heart, and a soft focus/awareness of everyone in the room. Using this energy, we explored the viewpoints previously mentioned – Tempo, duration, kinaesthetic response, repetition, spatial relationship, topography, shape, gesture, and architecture. This was an important foundation for our ensemble work later in the module. Another ensemble element that helped was the game “12, 6, 4”, which we used to improve our soft focus and shared consent, something that we would have to rely on throughout our final performance. Though on the first few attempts we did not do well, we began to build our soft focus, and it became a little bit easier. We explored Katie Mitchell’s first response to the text – taking the first scene and compiling a list of facts and questions both for before the action in the play, and what is in the scene. This method was also used when breaking down our individual scene in partners. This method was effective for me as it prevented me from holding a preconceived idea about the story. Another key exercise in this module was another Katie Mitchell’s eventing, derived from Stanislavski's idea of uniting. We explored this both as a class, and in our individual scenes. As a class, we united scene 7 (images 3, 4 and 5), highlighting a change in topic or intention. Furthermore, me and my scene partner also evented scene 10, as well as adding intentions to each event (images 6, 7, 8, 9 and 10). You may also notice that we have cut some parts of scene 10, this was to ensure that the scene was maximum 5 minutes long. 

[image: ]
Image 3: Scene 7 Events part 1 (Personal collection, 2026)

[image: ]
Image 4: Scene 7 Events part 2 (Personal collection, 2026)
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Image 5: Scene 7 Events part 3 (Personal collection, 2026)
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Image 6: Scene 10 events part 1 (Personal collection, 2026)
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Image 7: Scene 10 events part 2 (Personal collection, 2026)
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Image 8: Scene 10 events part 3 (Personal collection, 2026)
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Image 9: Scene 10 events part 4 (Personal collection, 2026)


[image: ]
Image 10: Scene 10 events part 5 (Personal collection, 2026)

After the introduction of these key methods and exercises, I was assigned my character, Moe, and some character work to complete, which can be found in Appendix C (Appendix C).


Later stages of my process

The biggest changes in my character work during the second stage of rehearsals were the building of physical gestures using the viewpoints and using improvisations to create memories to look back on. Using the viewpoints, I created behavioural gestures (everyday gestures that may depict the character’s behaviour or habits), expressive gestures (more abstract than behavioural, depicting the character’s inner emotional state), a topography (how the character may move around the space) and then moved around the space using the gestures and topography. This was an interesting and useful way for me to get into the character of Moe, allowing me to physicalise Moe’s inner thoughts and feelings, using an outside-in approach. During the improvisation exercise, I did a short scene depicting Moe’s first session at the anger management group. Essential elements during this improvisation were that Moe believes he does not deserve another chance to be better, and that Moe aggressively pressures the group leader to answer his questions. This improvisation was useful and I used it on the day of my assessment before starting my scene. 
[bookmark: _Int_VZbW8KOt]For the scene work, this primarily consisted of getting the piece on its feet and into our bodies, and establishing a dynamic between Moe and Charlie, as well as some blocking. We decided to stage the scene on a bench instead of a car, allowing more space for Moe to move around in. We also worked on some spatial relationships, playing around with when Moe and Charlie would close the distance between each other using clues in the text. Using this earlier work, we then presented the scene to Seren, who provided us with notes. The first note I received was that due to my real personality, I was not fully committing to the aggression and force of Moe, similar to a note I received in a previous module. To fix this, I communicated with my scene partner to establish boundaries to ensure I will be able to fully commit. Furthermore, I was also given the note to define the objective more clearly, which will be able to give lines more clarity and give Moe more purpose when speaking to Charlie. To fix this, I went back to my scene and character notes and decided to define the objective as “I don’t want to feel guilty about killing Fay,” which was a turning point for our scene as I was at full confidence after this. A final note that we received was that 1) Moe and Charlie’s dynamic is more of an “Idol - sidekick” dynamic, and 2) Moe may move around the space with a different topography than Charlie. Taking this note, I moved around the space on a grid, whereas Charlie moved around more freely, further emphasising this dynamic.

The last thing we focused on during the later rehearsal period was our ensemble work. This includes both scene 7, and transitions + company reactions. Building the movement for scene 7 began with four groups, with each group using the viewpoints to create movement based on some key themes of Pomona and dialogue in scene 7. These short movement sections were then taught to the rest of the cast, and the four were put together to create a larger movement section. The movement included leaning, jumps, partner work, and shared consent movements. As we continued to work on the larger piece, we tightened up the transitions between movement, which did change some elements for it to remain fluid and for it to make sense. The piece also changed slightly whilst adding the dialogue for scene 7, allowing some lines to sit and some lines to be cues for movement. Some issues did come up during this process, as it took several rehearsals for us to remember all the cues and movements in order. This was a challenge for me as I was having a tough time remembering my lines as well as the movements to go with it. By the morning of the performance, we had tightened up the piece effectively. Ensemble work also applied to the transitions between scenes, which were added during the final week of rehearsals. We also applied the viewpoints to these transitions, using gestures along with tempo and duration to diversify them. We also reacted to some dialogue in the scenes, requiring us to listen intently during the scene. 



Evaluation

The assessment itself went very well, for several reasons, which I believe is because I was at full confidence. I remained grounded during my scene, allowing my focus on my character’s objective drive the way I delivered my lines. I also shifted my focus onto my scene partner effectively, which allowed me to remain grounded throughout. If I could do my scene again, something I would do differently is that I would allow for more pauses at certain points to allow a line to hit, though this was done effectively and often, there were points where I could’ve allowed a line to sit. In terms of the scene 7 movement, something I did well was that I tapped into the viewpoints to control my movement, specifically, duration, time, and spatial relationship. If I could do it again, I would prioritise more time learning my line cues in partnership with the physical cues that went with them. This way, I will be able to have even more confidence in my movement and delivery without having to worry about when to say my line. Overall, in this module, I was able to tap into the primary performance methods learnt in the module and was also able to work well in the company, giving balanced input and leadership where needed. If I could do the module again, I would allow myself to slow down and allow my mind to relax, to allow it to process the information I am taking in. Furthermore, I would dedicate more out of class interaction with the viewpoints. 
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Appendix A – Research into Katie Mitchell

[bookmark: _Int_Nd2tPFLr]Mitchell breaks the initial response to the text into six stages – Facts and questions, the events before the action of the play, research, difficult questions, place, and character biographies. Firstly, Mitchell suggests a list of facts you know about the play after reading it (Only including nailed on facts mentioned in the text), and questions that you may have. Separating the two is that information is either explicitly stated in the text, making it a fact, or implied but is not stated (Or may not be clear) making it a question. To use this in practise, I will use this approach with my scene. Mitchell says that doing this encourages you to avoid preconceived ideas about the text, so that you can see it in its entirety. This then follows on to the next stage, where you should use the facts and questions format to build what exists before the action of the play. This will help you as an actor by structuring the temporal (Time), geographical and physical setting of the play, and links into the given circumstances. Next, Mitchell says that you should research using the questions collected in stage one. This will deepen your understanding of the given circumstances; however, Mitchell warns not to get carried away, suggesting “Catch yourself at the moment you are about to take a diversion and remind yourself to answer the question in front of you.” This is a lengthy process, but it is an important one. The next stage is heavily linked to the research stage, as there will be questions left to answer that cannot be researched. Mitchell suggests using your impression of the text to answer the outstanding questions. During this chapter, two pieces of advice that resonated with me were “A relationship in real life is a result of several events shared between two people over a period of time,” and “Crucially, you should look for the simplest or most logical reading of the text rather than the most complex.” These will both be used in my character biography during rehearsals. The next stage is to establish a place, as if as an actor you are unclear on what the setting of the play is, then the audience too will be unclear. Finally, the last stage in this approach is to build a character biography. This stage involves compiling all the facts and questions that have now been answered in previous stages. Mitchell suggests placing these in chronological order, making it easier to understand the course of the characters life ready for the next section – Character work. 
The first aspect of character work Mitchell speaks about is to compile everything that the character says about themselves, condensed down to simple adjectives and nouns, such as “I am guilty.” By doing this, you can infer what the character thinks about themselves. Furthermore, Mitchell suggests that it may be helpful to look back in the character’s life to find an event that may have caused them to have this trait, such as childhood trauma. Linking to this, Mitchell also considers the relationships between characters. This can be found through what the character says about other character, in my case, what Moe says about Charlie – and what other characters say about the character. Finally, using the list of adjectives, your list of facts and questions, and the trigger events mentioned, Mitchell encourages creating improvisations of these trigger events, to create an image of the trigger event for you to use when considering the given circumstances in a scene. 
I also looked at what Mitchell says about Events and Intentions. Eventing is loosely based on the idea of “Uniting” in the Stanislavski method. Mitchell describes a unit as when a change occurs, that affects everyone present. Linking intentions and events is that an event is often leads to change in intention in one or more characters, changing the course of the scene. These events can either be sudden, where an action causes characters to have a change in intention, or gradual, where the change is built up through the course of the scene. Whilst intentions are a technique introduced by Stanislavski; Mitchell goes into more depth. Intentions are described as what a character wants, and whom they want it from. An intention only changes at the introduction of a new event, and so to break down the intentions you must identify what a character wants in between every event in the scene. 
In its short form, immediate circumstances are what occurs up to 24 hours before a scene begins. This is heavily linked to Stanislavski’s “given circumstances,” helping the actor remain present in the scene by reminding them what their character is experiencing. 

















Appendix B – The Viewpoints

[bookmark: _Int_MG5SoYDs]They believe that “by applying each viewpoint, especially in its extremes, we invite something to happen,” by controlling how an action is performed in the body, whether it’s tempo, spacial relationships, or topography, it can alter intention by changing one of the viewpoints. The viewpoints are (In order) tempo, duration, kinaesthetic response (response to the bodies around you), repetition (repeating someone else’s movement), spatial relationship, topography, shape, gesture (emotional and behavioural), and architecture (the floor, walls, air around you). 





















Appendix C - Character research
[bookmark: _Int_NRye2ojh]I was assigned my character, Moe, and some character work to complete. This included compiling a list of things the character says about themselves (Images 11 and 12), what other characters say about them (Images 13 and 14) and then using these lists, we were to come up with a list of “I AM (adjective or noun)” descriptions that sum up the character (Images 15 and 16). These are all elements of Katie Mitchell’s approach to character work, and though she approaches it from a director’s perspective, it is still very useful to get to know your character. I also carried out optional further research away from the script.

[image: ]
Image 11: Things Moe says about himself part 1 (Personal collection, 2026)
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Image 12: Things Moe says about himself part 2 (Personal collection, 2026)
[image: ]
Image 13: Things others say about Moe part 1 (Personal collection, 2026)
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Image 14: Things others say about Moe part 2 (Personal collection, 2026)
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Image 15: “I AM” adjectives and nouns part 1 (Personal collection, 2026)

[image: ]
Image 16: “I AM” adjectives and nouns part 2 (Personal collection, 2026)

Further research includes opinions of other characters, intentions and breakdown of each scene Moe is in, three key events in Moe’s life that has made him who he is, and potential character choices I could make. 

[image: ]
Image: Opinions of other characters part 1 (Personal collection, 2026)
[image: ]
Image: Opinions of other characters part 2 (Personal collection, 2026)

It is important to note that even though I am only doing one scene, in my scene, my opinion of Charlie changes drastically due to finding out about Charlie’s past. This is an important character decision I need to make. 

[image: ]
Image: Given circumstances for scene four (Personal collection, 2026)
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Image: Given circumstances for scene eight (Personal collection, 2026)
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Image: Given circumstances for scene ten (Personal collection, 2026)
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Image: Given circumstances for scene thirteen (Personal collection, 2026)
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Image: Given circumstances for scene sixteen (Personal collection, 2026)

I began to note down for each scene, the who, what, where, when, and why and how of the scene, as well as what happened before the scene, and Moe’s overall objective for the scene. Originally, I structured these based on the reading of the text, however when we ordered the scenes chronologically, I altered some aspects of it. 

[bookmark: _Int_GcjAXD6C]Using the character analysis, including the “I AM ____” descriptions and the facts about the character, I came up with three events in Moe’s life that may have caused him to be the way he is (Image below).

[image: ]
Image: Three key events in Moe’s life (Personal collection, 2026)

Finally, I researched into what can cause a person to become aggressive often in their adult life. This brought me to IED (Intermittent explosive disorder), which matches a lot of what Moe presents in the play. He is violent and uses violence and anger potentially as a way of resolving conflict, yet shows guilt towards his actions, as explained by the Mayo clinic (Mayo Clinic, 2026). The Mayo clinic says that often this reaction is caused by an abusive or unstable home life during childhood, which is likely for Moe. It is important to note that though I did not end up using the idea of Moe having IED, the idea of an abusive childhood was used during my characterisation. Furthermore, an article by Sanjana Gupta (Gupta, 2026) provided me insight into how I may be able to physicalise Moe’s suppressed anger. Gupta explains that “On a physical level, suppressing emotions, anger included, can lead to physical stress on the body,” which may physically manifest in ways such as lots of tension in the body and holding intense eye contact with people. This linked in nicely with the idea of gestures when working with the viewpoints, as my physical gestures include a lot of tension in the body. 
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Key events in Moe’s life -

1) Grew up in an abusive household environment. His father punished him
often physically, leading to Moe not knowing emotional regulation and
seeing anger and violence as the only way to solve conflict.

2) His ex-wife leaving him. He physically abused her after conflict, and he
realised that he must suppress his anger as he was hurting the people he
loved. This is when he began feeling immense guilt for the people he has
hurt.

3) Attending anger management groups. What he learnt at these groups
was that he should begin avoiding conflict, leading to him being quiet and
detached to avoid going back to being angry and violent again.
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In scene thirteen -
Objective is to force myself to connect with Fay

What happened before — My ex-wife left me after years of abuse, | haven’t touched anyone for
along

Who - | am with Fay, a sex worker.

What - | want to connect with fay

Why - | don’t want to be a violent person again.
How — | will ask Fay about her personal life.
Where - In a run-down brothel, in Fay’s room.|

When - Before Moe is asked to kill Fay.




imagee.png
In scene ten -
Objective is to convince myself that killing Fay doesn’t mean | am still a violent person.

What happened before — Gale has told me to kill Fay and given me no choice. If | don’t, | will
be killed.

Who - | am with Charlie, who isn’t capable of killing anyone. | am waiting for Fay to show up
so | can kidnap her. | am afraid of Keaton.

What - | don’t want to kill Fay.

Why - | don’t want to go back to being violent.

How - | will convince myself that Fay deserves to be killed.
Where - In the car, around where Fay will be.

When - | have just been told to kill her. | have limited time, as Gale wants Fay to be killed
tonight.
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I am willing to do the job if it means that Charlie gets to live and live a good life. | haven’t felt
care for another person for a long time.

Gale - Gale has a lot of authority over me. She has threatened me and Charlie with the girl
that everyone knows. | don’t know much about this girl, but she’s bad news. Gale pays me a
lot to stand around and wait, and | prefer not to ask what we’re guarding. It’s none of my
business.

Keaton - I've never met Keaton, but | know what she’s capable of. Gale threatened me and
Charlie with Keaton.

Fay - After all my group therapy, I've begun to feel guilty about hurting others. Especially since,
this is the first time I've been ordered to hurt someone for someone else. | am trying to make
killing her easier on myself by not knowing her, but as | spoke to her, she became even more
human and | felt more guilty. | relate to her in a way that she has seen violence from her
husband, and | am a violent person. | convinced myself that to be a target, she had to have
done something to deserve being killed. However, | slowly came to realise that Fay is not a
bad person, just someone who has been hurt. The only thing motivating me to kill her still, was
that killing her meant that Charlie would be able to live.
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How do | feel about other characters?

Charlie - At first, Charlie appeared just another person that | didn’t feel anything for. He is
stupid, weird and loud. However, as | realise that someone like Charlie, someone that is trying
to be a good person, is sent to prison after doing nothing, yet someone like me who gets to
walk free after all the people I've hurt, | grew to care for Charlie, however much | don’t want to.
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In scene sixteen -
Objective is to keep Charlie alive.

What happened before — | opened up to Fay about my history of violence and got to know
more about her. Though | thought that it would change my mind, | realise that | don’t want
Charlie to die, and so | am willing to kill Fay to keep Charlie alive.

Who - Fay is kneeled with a bag over her head. Charlie is freaking out and doesn’t want to kill
her. | can see that Charlie is clearly trying to be a good person, but | don’t think he realises that
Gale will have Keaton kill us if we don’t do this.

What - | want to keep Charlie alive.

Why - | have grown to care for Charlie, as he is trying to be a good person, and he went to
prison for nothing whilst | got to walk free.

How -1 am going to kill Fay.
Where - Underneath the bridge near Pomona.

When - We are rapidly running out of time.
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In scene four -
Objective is to do anything to ensure that Charlie lives.

What happened before — Fay has just escaped, after | hesitated to kill her due to feeling guilty.
Gale has threatened to tell Keaton that we haven’t done our job, which will certainly get us
both killed.

Who - Fay has just escaped, and Gale will tell Keaton to kill both of us.
What - | want to keep me and Charlie alive.
Why - | have grown to care for Charlie, and | haven't felt care for anyone in a long time.

How - | will stage an attack on me and Charlie so Gale and Keaton might see that Fay was
armed.

Where - Under the bridge near Pomona.

When - The last scene for me in the entire story. | know that they are running out of time, and
there’s only so much we can do in that time to stay alive.
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In scene eight -
Objective is at first just to do my job, then dissuade Gale from asking us to kill Fay.

What happened before — We have been stood here doing nothing for a long time. Some time
ago, Gale offered me the job of standing her on guard at the gate and told me not to ask
questions, so | haven’t.

Who - | am guarding with Charlie, who | feel nothing towards. Gale approaches, who is my
boss and pays me generously.

What - | want to do my job, and to dissuade Gale from asking us to kill Fay.
Why - | don’t want to go back to being violent.

How - | will tell Gale that killing is not part of our job.

Where - Outside the gates of Pomona.

When - The first scene for me in the story. | have been stood here all day and have worked
with Charlie for a decent amount of time.
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