Our module focused on the play Pomona (Alistair McDowall, 2020), a sinister and dark play about trafficking. In this workbook, I will be going through:
· What Practitioner techniques I used 
· Mining the text 
· Creation of the ensemble movement
· My character and Scene 

Katie Mitchell 
One of the main practitioner methods we used as a class was Katie Mitchell and her book “The Director’s Craft” (Mitchell, 2009). We focused on how Katie Mitchell would analyse a script and how she structured them. Taking those same methods, we implemented them to our scripts. 

Katie Mitchell wanted the actor to create “lists of facts and questions” (Mitchell, p. 11). Creating these lists outlined what information was non-negotiable and what could be up for debate. When I practised this technique, we used scene 1 from the script as an example (see appendix A). Information that can be said as fact is the time and location of the scene, which is presented at the beginning of the text. Some information in the text can be less clear for the reader to understand; this information can be listed as questions. Dividing the facts and questions did help with having a better understanding of my character and scene, also adding more depth into the sub-text of the script. We had also listed useful information about the themes and other useful information on Pomona (see appendix B).

Another Katie Mitchell technique is “Organising information about what exists before the action of the play begins” (Mitchell, p. 12), creating a structured layout for our questions and answers that we know before the scene. Most of the facts were decided by the location and what is on stage before the action. Whereas the questions focused on the, why are they driving so late? Who is in the back of the car? Why are they circling the city? These questions come from the already given facts of the scene; it did help me to question these facts, so I was able to further develop them.  

Whilst mining the script, we used Katie Mitchell’s Eventing (Mitchell, p. 55). Using Eventing for scene 7 (See appendix C) and 8 (see appendix D), helped underline the beats in the text. Having all the beats labelled was a reminder that a change has happened. Some Events in the script can be either subtle or substantial changes that affects the scene and characters. I find that eventing these changes became easier to follow the script, I also felt it made me act more natural when following these beats. Eventing for scene 8 had given my character allot more aims to play upon than before. I took mental notes on how my character would react to a change and why, if it’s not justifiable, the response would be non-believable. 

Having understood Katie Mitchell’s techniques, I do prefer using Stanislavsky's (Merlin, 2014) technique for work. I found that both practitioners look for the truth in acting, the naturalistic side of theatre. But the main difference with Katie Michell's techniques is that she approaches the text in a technical manner. I felt I was overcomplicating the text by asking questions that had no real relation to the script or character. I also find Stanislavsky Uniting (Merlin, p. 62) had a better layout of the text; finding it less clumpy than Eventing. I do agree that Katie Mitchell’s techniques have helped me and others with understanding the script. Overall, Stanislavsky follows a simpler layout for the actor to explore freely, while I believe Mitchell’s techniques doesn't offer that much freedom as Stanislavsky's way of mining the text. 

Scene 7 
In the middle of our performance, we introduced a movement piece as the whole company. This helped break the pattern of monologues and creating these surrealistic movements helped me get into the mindset for my scene, because of how energetic I must be throughout. The main reason for this movement is to show the character Ollie escaping the loop, the loop is a symbol of the crimes that happen in Pomona but keep recurring because of a higher power. As an ensemble, our objective was to maintain the order of the loop. I mostly stay neutral in my face, but I deliberately make the movement feel stressed. Adding tension to these movements did help show how the loop slowly breaks people down and that they are a victim to it. Working as an ensemble, I did enjoy the overall process of the movement piece. Using Anne Bogarts soft-focus (Bogart and Landau, p. 31) was a big contributor for me to remain spatially aware of the ensemble and for the cue lines, which helped me stayed on time with everybody. If we did not have such a tight deadline, I would have enjoyed if we did implement more movement to the piece. I feel that adding more movement would have benefited me because I am not particularly confident when it comes to surrealistic movement, so I wanted to challenge myself in that area of acting. 




Scene 8
Before performing scene 8, my first goal was to understand my character Charlie better.  I created a character biography for Charlie (see appendix E), this helped me display the facts I knew about Charlie which helped me bring them out in this scene. Charlie is expressive and unpredictable, which is quite prominent throughout this scene. He is incredibly open with Moe about his desire to “Cover the city in my jizz” (Allistair McDowell, p. 48), talking about how this idea first stemmed from his childhood. This creates a big divide between Charlie and Moe which is shown in my performance, Charlie uses the space and expressive gestures to tell his story while Moe stands on guard, waiting for him to stop. Charlie also talks at a much faster pace in this scene, because he can't hold this information any longer and needs someone to hear it. I believe Charlie does crave for human interactions but struggles to support them because of how he acts, which alienates him from other characters. A big moment in this scene is when Gale enters the space, to order a hit on the character fay. This section of the scene is mainly directed towards Moe because he is deemed as the “Serious one” and Charlie as the “Idiot” (Allistair McDowell, p. 51). Charlie does interject with lines that I find are just his nerves and he can't control them. Gale talks down too Charlie as if he were child, making him feel small and helpless which he turns to Moe for help. Charlie views Moe as a guardian for him, as Moe always talks on his behalf which he does when Gale is belittling him. Although Charlie looks up too Moe, he also fears him. Moe’s anger is unpredictable, so when Moe is silent during the end of the scene, Charlie shows his fear towards him, not know what he could do. 







Anne Bogart
By following Anne Bogarts techniques from her Viewpoints Book (Bogart and Landau, 2014), it did create a stronger connection to the ensemble movement. A great introduction to Bogarts viewpoints was using the Grid Exercise (Bogart and Landau, p. 70). This exercise helped me ease into each individual viewpoint and to get familiar with what purpose they all serve. These viewpoints were a blueprint of our ensemble movement, focusing on the time, space, relationship and the ensembles response to others. We used the Grid for our movement piece which allowed us to move freely but coordinated with the ensemble, creating organised chaos but still having that strong connection with the actors. Another technique I found useful was using expressive (Bogart and Landau, p. 49) and behavioural gestures (Bogart and Landau, p. 50) for my character Charlie. These gestures were created by expressing an emotion that I wanted my character to feel and letting my character respond to it. This required multiple repeats of these expressions, but in doing so did made me learn more about my character. Performing my expressive gestures, they were weightless. This represented how Charlie had no real control over anything, having no taken no initiative in his life, letting others decide for him. I performed his behavioural gestures as childish and fidgety, such as playing with my pockets and hopping on the spot, which showed how nervous but unpredictable Charlie really is. 

Evaluation 
Having now finished this Performance, I completed what I set out to do from the first module. In our first lesson, we were tasked with writing what we wanted to achieve at the end of this module. I decided I wanted to solidify what style of practitioner worked best for me; in the end I chose not just one but all the practitioners we had learnt throughout the course. I wanted to just follow one partitioner style because I believed it would have made my performance simpler, which it wasn't the case. I have used and taken different approaches from these practitioners, when it came to mining the text, building my character and elevating my performance. These practitioners have all have value with their different tactics for problem solving, which is important for me to keep improving on these techniques for future performances. Overall, I am happy with my performance, and I am proud to me taking these skills I have learnt into third year. 
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