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Katie Mitchell: Facts and Questions
Acting is built on specificity, so when tackling text, it’s important that we make our understanding profound to acknowledge “all the factors that create or affect the behavior of the characters in the action of the play” (Mitchell, 2009, p. 9). Analyzing each act and working out the ‘Facts and Questions’ lets us “build the geographical, physical and temporal facts of the play and characters” (Mitchell, 2009, p. 12). It’s like pulling a puzzle apart and putting it back together.  
[bookmark: _Int_KTMTGztr]Exploiting this technique proved useful in my practice as it allowed me to connect with all the characters, not just my own. Dividing ‘The Last of the Pelican Daughters’ and ‘Fat Cat Killers’ to find Facts, which are elements we cannot negotiate and Questions, which are ways of honing in on areas we are unclear about (Mitchell, 2009, p. 11) allowed us to spark creative lines of enquiry, organize my thoughts, helped flesh out my character biographies and environment. Mitchell suggests that “research helps you know the play better; clarifies the world you will be building” (Mitchell, 2009, p. 15), taking this into consideration, at the play’s opening, the house has “Bookshelves filled with de Beauvoir and Butler and Plath” (The Wardrobe Ensemble, 2020, p. 4). I wanted to uncover what Rosemary’s beliefs might have been by owning these books – although Dodo isn’t someone who is directly impacted by Rosemary, it was insightful to research, as it solidified my understanding of the text and made a sense of comfortability within details of the play. These writers are strong and inspirational feminist writers. Rosemary owning this literature influenced the Pelicans to be headstrong women and gaining that knowledge about the text has allowed us to answer difficult questions that we had from the first exercise. I ascertained that detecting Facts and Questions assisted in generating given and immediate circumstance which is essentially “the springboards for your imagination” (Merlin, 2007, p. 67). 
Applying this into practice allowed me to deeply understand character’s biographies within ‘The Last of the Pelican Daughters’ and ‘Fat Cat Killers’, this process has taught me “to start from what is obvious and simple and by stages proceed to the unexpected and complex” (Alfreds, 2007, p. 79). This suggests building foundations of ‘Facts and Questions’ derived from the text and proceeding to develop more knotty statements through discussions and research. I agree with this process because it has put-upon further connections with ‘Dodo’ and ‘Steve’ as well as the characters they interact with.
Character and Textual Exploration
Character exploration is fundamental practice for actors, using various techniques and exercises in rehearsal to understand our characters in all their aspects. Over this module we’ve focused on ripping apart a script so we can reveal characteristics and implementing further exercises to solidify said characteristics to bring to rehearsals. Mitchell says to “make sure that the process is not about a search for a sudden revelatory discovery or epiphany that will unlock everything” (Mitchell, 2009, p. 115), meaning to find those characteristics that can last from scripted rehearsal into performance.
One exercise that was advantageous was Alfred’s “Character Lists” (Alfred, 2007, p. 131), reading the script and pinpointing everything my character says, does and is said about them to unveil all information that the playwright offers our characters; using this exercise before starting rehearsals so I can be prepared to utilize the information I gathered (Alfred, 2007, p. 131). I brought this exercise to the rehearsal space for ‘Dodo’ and ‘Steve’ and took it further by expressing my characters thoughts and feelings towards other characters while they reciprocated, this helped me understand how they might feel in that situation. For example, this exercise proved that people don’t like Dodo throughout the play, but I believe he is someone who needs to be liked. So, using this throughout my scenes to portray that he wants to help the situations; like saying “Have you ever tried Matcha tea?” (The Wardrobe Ensemble, 2020, p. 44), may be insulting to Derren but in Dodo’s eyes he’s offering a solution; as Hagen says when we’re around people we want to impress and “we like, we’re hyper aware of ourselves" (Hagen, 2001). Finally, flipping these statements about Dodo and Steve into ‘I am...’ encouraged me to identify with them and felt like the character. Steve saying ‘I am gullible... I am desperate... I am anxious’ and Dodo saying ‘I am in love... I am a joke... I am your life partner’ allows those characteristics to drive me forward in my performances. “What are the simplest thoughts someone has about themselves, I am” (Mitchell, 2009, p. 70).
[bookmark: _Int_zMJfww7h]Further Mitchell methodologies were supportive within character exploration. Firstly, her exercise ‘Preparing Improvisation’ to “build pictures of the past that will support what the characters do and say in the present action of the play” (Mitchell, 2009, p. 72) allowed me to flesh out those character biographies as previously discussed; previous studies within improvisation taught me that “you say yes, you play to the top of your intelligence, you look for unusual things, you heighten, and you explore” (Upright Citizens Brigade Theatre, Besser, Roberts and Walsh, 2023, p. 4-7). Through improv I coined that Dodo is self-loving, egotistical and confident in every action, both vocally and physically, which helped when running scenes because I could play with those characteristics. Secondly, Mitchell’s chapter “analysing the action of the play” (Mitchell, 2009, p. 53 – p. 67) teaches the preparation and analysis as an essential skill for rehearsals. Preparing the script from a directorial standpoint to understand the text in a more concise way so I play the scene to the best of my ability. Mitchell establishes five principles to follow when analyzing scripts; in brief, we prepare the script accordingly, so it has a clean layout, name each scene with a title that explains the situation and is concrete for the actors to play with, breaking these scenes into events and intentions so the text is ready for the actors. We divided our scenes into ‘events’ which is “the moment in the action of when a change occurs and this can affect every present” (Mitchell, 2009, p. 55) while following her rules and principles so the events could be played by everyone in the room. Parallel to this, we labelled Luke’s entrance “the most important in the act and designated it as the main event” (Mitchell, 2009, p. 60) to guarantee the measure of tempo in each event. Which was helpful in portraying Dodo; ensuring that I don’t blow any other event out of proportion, making the scene clearer for audiences and my company.
This module has taught me to look at the approach of texts from a directorial and acting perspective simultaneously, using methodologies to critically analyze and find these characteristics so I can fully immerse myself in the world of the play. 
Research and Development
It can be argued that since RND is a process in which the work is always shifting, therefore the definition can always be changing. Despite this, we do know that RND is an opportunity for companies to investigate creative questions about the piece. 
We explored this within ‘Mythfits’, researching and developing a script that is in its drafting stage to expound and fully consider any problems to have an improved final draft that has a lasting effect on an audience. We explored this play through expressive movements to inspect what does and doesn’t work, through this I learnt that during RND we must be prepared to discard any ideas that don’t work to ensure the story is clear. Equally important, when workshopping ideas it’s paramount to be strong and wrong because “not wanting to be wrong is responsible for uncorrected mistakes that cause bigger issues down the line, and slow down or stop our flow of progress” (Killick, 2021).
Through rehearsal, evidence showed that to work collaboratively we embody full concentration and communication during each run so we can build up stamina and positivity. 
Anne Bogart’s Viewpoints: A Chorus Company
Relating to collaborative a process, ‘Mythfits’ was approached as a chorus company of language and physicality while working as a company of individuals to collaboratively problem-solve and bring the text alive through deliberate large actions and to “acknowledge the audience through gestures, eye contact and language” (Ormiston Horizon Academy, 2023).
[bookmark: _Int_ZD3aux09]When reteaching and developing ‘Mythfits’ it was important to acknowledge that “the producer, while guiding and inspiring the actor, must at the same time allow himself to be guided and inspired by him” (Growtowski, 1968, p. 214). Gathering this from previous studies, I believe that both roles should synergize in a creative environment to strive for a formation of partnership which doesn’t imply a lack of discipline but a respect of authority. Remembering this during rehearsals made working collaboratively easier as there was no hierarchy.
One methodology we exploited to find that relationship was Bogart’s “viewpoints... a philosophy translated into a technique for training performer; building ensemble; and creating movement for the stage” (Bogart and Landau, 2005, p. 7). This exploration developed my understanding of moving as a company of individuals while juggling the language as a company. Furthermore, it aided in how we assemble and dismantle scenes within ‘Mythfits’ while problem-solving moves that didn’t work; using kinesthetic response as a “reaction to motion which occurs” (Bogart and Landau, 2005, p. 8) to influence the rest of the company and responding to each other physically. Implementing her principles to portray the “Orators speech” (Davies, n.a, p. 1) in the prologue and the “Odysseus massacre” (Davies, n.a, p. 21), considering the viewpoints “tempo, duration, kinesthetic response, shape, gesture, architecture, spatial relationship and topography” (Bogart and Landau, 2005, p. 8 – p. 12) to bring the text to life through movement and voice as opposed to a generalized format of monologues and stage directions. Moreover, reacting to the company and deriving the same intention via communication of movements made me portray the image of moving collectively while being my own individual with my own intention; for “he rises without again without motivation or destination for no other reason than it was a stage direction, that same self-consciousness will over flood him” (Hagen, 1991, p. 101). 
Lastly, to concrete that chorus connection we used “Bryan Adams in a Toga” (Swale, 2016, p. 71-72) to explore voice and character as a company during the “Orator prologue speech” (Davies, Unpublished, p. 1), focusing on marrying vocality and physicality to uncover Orator’s characterization and thoughts. 
Actioning
“Actioning technique, namely the analysis of the text preparatory to choosing your action verbs” (Moseley, 2016, p. 8). Moseley discusses how assigning ‘action verbs’ to thoughts within a text can reveal the dramatic action behind the thought (Moseley, 2016, p. 10).  Applying this technique through my pieces helped me profoundly. 
Moseley suggests to effectively action a text, first we must partake in “a range of Stanislavski-derived processes and exercises” (Moseley, 2016, p. 8). Tackling this, I undertook Merlin’s perspective on “The Six Fundamental Questions” (Merlin, 2007, p. 100 – p. 112) to clearly structure characters objectives in each play. Learning the answers to these questions alongside my lines and having someone ask me the questions allowed me to feel my character's wants in the given circumstances; resulting in the buildup of my imagination. Barton describes it beautifully, “if you speak any lines or do anything mechanically without fully realizing who you are, where you come from, why, what you want, where you are going; and what you will do when you get there, you will be acting without imagination” (Barton, 2009, p. 9). 
Having relished the questions, I could break texts into thoughts and effectively assign action verbs to each thought. For example, Steve’s line “When you take away a man’s ability to support himself...” (Szymkowicz, 2019, p. 95) plays best with the verb ‘I justify’ as he’s trying to justify himself to the jury. Stanislavski’s questions helped me understand Steve’s phycological mindset deeper and discovered there are times where he slips and says the wrong things; simply applying the verb ‘I slip’ to lines like “I knew what I was doing” (Szymkowicz, 2019, p. 95) worked best as they helped portray a low status and uncomfortable individual.
Although he does slip up, there are parts where he rehearses what he’s saying. To find these breaks of rehearsal and rambling, I used Stanislavski’s circles of attention because they act as “three impelling movers in our psychic life, three masters who play on the instrument of our souls” (Stanislavski, 1980, p. 67). Reading Steve’s monologue in these circles assisted in finding how Steve would speak in the given circumstance, following this exercise I could find the verbs that mirror his level of need fittingly. 
These techniques in my scenes allowed me to detect the main and sub-objectives, which helped reveal further character biographies. Exploiting action verbs to drive my intention vocally and physically while using my body as an “amplifier of each specific thought/action” (Moseley, 2016, p. 38) to ensure my body doesn’t fall into a state of generalized energy; so fresh minting my movements in all scenes allowed the freshness and uniqueness of the performances.
Evaluation
To close, I believe that all scenes were brought to life to their fullest extent. Utilizing all the tools and techniques of script analysis I gathered through the module while applying the creative approaches to form characterization throughout.
I enjoyed applying different techniques to the different plays so we could show the difference each practitioner can have on a performance. Using more physical theatre to portray an RND process but using naturalistic techniques for a play that’s already been published. Going further into my practice I would like to investigate Katie Mitchell’s methodologies in more detail as they proved influential.
Completing this module has helped me feel more comfortable in breaking down texts and more knowledgeable in how we approach an RND process. 
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