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Introduction 
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Entering the world of Shakespeare was daunting for me and well outside my comfort zone. I didn’t know what to expect, as I had never seen or read a play before (other than the Romeo and Juliet film). My experience prior to university had been in musical theatre, pantomime, murder mysteries, and similar forms, all of which require performers to be big, loud, theatrical, and physical. Shakespeare, to me, felt like the opposite, which made it seem as if I were learning a new language.
My goals and aspirations for the module were to be able to read a piece of text and understand it. At first, I was one of those people who thought, why do we have to do a Shakespeare module? Is it really that good? As Brooke (1999, p. 8) asks, “What then is the difference between a page of yesterday's paper and a page of Shakespeare written hundreds of years ago? Why is Shakespeare not out of date?” However, this module has been an eye-opener for me.
At the start of the module, I was not mentally present due to personal reasons, which affected my optimism and motivation to learn and participate. This initially impacted my progress, but nonetheless, I gave Shakespeare a genuine attempt.
The importance of warming up
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When it comes to performance throughout this module, I have become very aware of the importance of warming up, not only during the module, but also for any future acting work that may come my way. Finding space in my routine to continue my practice will help me to stay prepared and ready. “Spectacular achievement is always preceded by unspectacular preparation” (Ricci, 2015).
The articulation song has helped my diction immensely and enabled me to recognise which sounds I found most difficult to pronounce. For example, the harder sounds such as D, P, and T flowed off the tongue and were very clear. Meanwhile, softer sounds like S, W and Z were unclear and often merged into one, causing the text to become imprecise, breath to be lost, and the overall flow to weaken. “It is important that as you concentrate on articulation you don’t lose your freedom and cut yourself off from your connection with breath impulse” (Linklater, 2006, p. 299).
I also found it interesting how different the humming resonance warm-up felt when I was ill compared with when I wasn’t. This can be due to increased sinus congestion, inflammation of the vocal tract, and other physiological changes. “Habilitation is the process of enabling, equipping for, or capacitating. Voice habilitation is therefore more than repairing a voice or bringing it back to a normal state. It includes the process of building and strengthening the voice to meet specific needs” (Titze & Verdolini, 2012).
I found that during the warm-up, important movements—including several dynamic and static stretches really helped my performance, specifically with expression, flexibility, and body awareness (Bairagi, 2023).
“Macbeth” Scene 
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The Macbeth scene that Maarc and I chose turned out to be quite complex. When working on the piece, I tried a handful of techniques that I am confident in, including Stanislavski's uniting, Uta Hagen's questions, and eventing. However, none of these seemed to click with me. Macbeth’s character was complex, with fluctuating emotions throughout, and his objectives were blurry. Appendix 1
This character really pushed me outside my comfort zone. In the past, I have usually been able to channel a lived experience and utilize it in my acting; however, this time it was almost impossible, as I have never lived through Macbeth’s actions of planning and murdering. Meisner (1987, p. 157) advises, “Don't look for a real experience; I doubt whether you’ll find it.”
I decided to try something new: to enable myself to establish his wants and needs throughout each unit and fully embed the character-using Maslow’s hierarchy. This allowed me to make sense of the speech and prepare for what the character might want in each moment. How does he feel? Who matters to him? Does he feel safe? What’s important to him? Etc. As Maslow (2011, p. 14) notes, “Each person’s inner nature is in part unique to himself and in part species wide.”  Appendix 2
Linking to wants and needs, objectives are key. During the scene, his objective would be not to get caught, given the high stakes, whereas his original objective was to gain power and leadership. It was interesting to play his character, as he was filled with regret; if anything, his objective now would be to undo or take back what he had done. As Stanislavski (1988, p. 116) notes, “At the heart of every unit lies a creative objective.” Appendix 3
“Richard III” Monologue 
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When rehearsing my monologue, I decided to trial one of our warm-up techniques for grounding and breathing: the Chi energy. I wanted to be able to utilize the technique of linking my breathing to a colour, which then links to an emotion. My monologue contained an array of emotions, which allowed me to properly experiment with using this technique. As Liao (2009, p. 5) explains, “Your chi will always seek to harmonise itself and will always seek balance as best as it can. It will cause you to take action that will bring harmony and balance to your body.” Appendix 4
My monologue also included a variation of repetition. I felt this allowed me to build a rhythm, much like Shakespeare’s work naturally does, and to emphasise key words and the story’s intended meaning. The idea of repetition brought me back to Anne Bogart’s viewpoints and reminded me how they can appear in a variety of contexts: in theatre, texts, music, plays, and in everyday life—like driving to university, doing a warm-up in class every morning, or brushing my teeth. As Bogart (2005, p. 199) notes, “Viewpoints appear everywhere in life: in the way people move, the way animals flock, the way cars pass on the highway.”
In this section, I wanted to create a world vocally for Shakespeare rather than physically. Shakespearean language is unique and had not been seen before or after his time. As Brook (1999, p. 15) notes, “The most extraordinary of his plays were written in the heat of the moment, with a burning passion to put down exactly what he was imagining.” However, by focusing on this, I realized that I am more of a physically driven actor due to my previous experience in musical theatre and pantomime. This meant I had to work harder to stay grounded and allow the voice to tell the story. 
“As you like it” Scene
[image: ]
Appendix 5
I found working on this scene came much more naturally to me than the other pieces. Erin and I worked well together; it was light-hearted, fun, and more relatable. Even though it was written many years ago, it still felt relevant and enjoyable today, making it a more engaging scene to rehearse. As Stanislavski (1988, p. 128) notes, “In ordinary life, truth is what really exists, what a person really knows. Whereas on the stage it consists of something that is not actually in existence, but which could happen.”
I enjoyed exploring the symbolism behind the scenes and the play. In Shakespeare's works and modern-day tales, many stories are set in the woods, which symbolize change and transformation. Characters who enter the woods often face personal discoveries and choices, as seen with Rosalind. Linking this to modern stories such as Cinderella from the Grimm’s fairytales, the woods similarly symbolize the changes in womanhood and the decisions one must make. As Leflore (2024) explains, “Symbolism in theatre is like the secret sauce that gives a play its depth, flavour, and meaning. It’s not just about what you see on the surface; it’s about the hidden messages, the emotions, and the ideas that are conveyed through various elements on stage.” Appendix 6
Evaluation 
Quantitative Evaluation: 6/10
Qualitative Evaluation: To evaluate my performance, I believe it was not at its best standard. I could have been more grounded, both vocally and, more importantly, physically, to support my voice, breathing, and overall performance. However, I am proud of what I achieved. I felt that I gave a convincing performance and adapted well to playing three different characters.
Linking to my goal at the beginning of the module, I have exceeded my expectations. I feel I can now approach a piece of text from a variety of Shakespearean plays and use the techniques I have learned to translate the text, work with iambic pentameter, and sense the rhythm of the piece. I can still incorporate techniques I have previously learned, such as uniting, questions, objectives, eventing, and actioning.
And I feel that I have learnt things that I'll take forward into future modules, such as; staying in control, own the language don't let the language own you, don't over intellectualise listen to your gut, and inhabit the space. “Control. This word can mean a lot.” (Bentley, 2019) 
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Appendix 3
Macbeth Presentation.pptx 
Appendix 4
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Appendix 6
As you Like it Presentation.pptx 
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| call'd thee then vain flourish of my fortune;

I call'd thee then poor shadow, painted queen;
The presentation of but what | was;

The flattering index of a direful pageant;
One heaved a-high, to be hurl'd down below;

A mother only mock'd with two sweet babes;
A dream of what thou wert, a breath, a bubble,
A sign of dignity, a garish flag,

To be the aim of every dangerous shot,
A queen in jest, only to fill the scene.

Where is thy husband now? where be thy brothers?
Where are thy children? wherein dost thou, joy?

Who sues to thee and cries 'God save the queen'?
Where be the bending peers that flatter'd thee?
Where be the thronging troops that follow'd thee?
ecline all this, and see what now thou art:

For happy wife, a most distressed widow;

For joyful mother, one that wails the name;
For queen, a very caitiff crown'd with care;

For one being sued to, one that humbly sues;
For one that scorn'd at me, now scorn'd of me;
For one being fear'd of all, now fearing one;

or one commanding all, obey'd of none.

hus hath the course of justice wheel'd about,

And left thee but a very prey to time;
| Having no more but thought of what thou wert,
[ To torture thee the more, being what thou art.

. IV
11\
A‘: N\

[ Thou didst usurp my place, and dost thou not

{ / Usurp the just proportion of my sorrow?

\{C Now thy proud neck bears half my burthen'd yoke;
From which even here | slip my weary neck,

And leave the burthen of it all on thee.
arewell, York's wite, and queen of sad mischance:
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These English woes will make me smile in France.
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LOVE AND BELONGING

friendship, family, intimacy, sense of connection

SAFETY AND SECURITY

health, employment, property, family and social abilty
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