Script, Rehearsal and Performance Process workbook


The Scripts:

Oh, What A Lovely War. It was extremely fun to devise. I was able to create images in my head of dramatic scenes and voice them to the class, before staging them and explaining their depth and how they can add to the story we were creating. My physicality as an actor, as well as my devising process, grew from this play. It helped me get out of my head, put things on their feet, and just enjoy being in the space. Clowning was my most complex challenge; I overthought what it takes to be a clown. I overlooked “We are all clowns, we think we are beautiful, clever and strong, whereas we all have our weaknesses, our ridiculous side, which can make people laugh when we allow it to express itself” (Lecoq, 2009, p. 157 ). Once I let go of the idea of not playing a clown and just relished being one, my clowning skills grew. Rage was a play I dreaded doing. Being the only person in class with a different race doing a play about racism did make me uncomfortable at first. I understand Epic Theatre and the idea that “If you don't put on stage what our involvement in life is, then I don't think the audience has the proper work to do in the theatre. They become mere spectators rather than participants” (Cited by Stuart, 1996, pg. 8). However as the only person of colour in the room, I doing a play with racism and race fulled violence was very uncomfortable.

After breaking down the plays and analysing their similarities in violence, humanity, dehumanisation, power, and the overall inevitability of things, we compiled a new narrative showing that we are history and that we are just repeating the tragedies of the past. “ The wrongful view of man as a depraved animal, the senselessness of violence, the disease of tyranny, the inevitable fall of society which exploits the working class.” (Cited by Stuart, 1996, pg. 17). These themes are common in political plays. We highlighted the injustice against the people without offering a solution to the audience, letting them bear the weight of reality rather than sugarcoating it. We were acting as people. “Bond wants his actors to act lives, not abstractions”(Cited by Stuart, 1996, pg 6.)  Although in some scenes we were clowns, we were showing this normalised sense of violence that we all experience. This made me much more comfortable switching to a topic that everyone in the class could connect to.

Although Eventing helped during my monologue, I found it didn’t feel right in most of the scenes I was cast in; the almost-automated responses from the police gave the feel of robots, and I think there wasn't much emotional change. However, in the last scene, Police 2 starts seeping into his humanity and even really helps me through that. “Now that you have a clear sense of where the action occurs and the places talked about in the text, you are ready to study who is in the action and how past events shaped them” (Mitchell, 2008, p. 23). Whilst going over the last scene, I was asked a question about my character's past: Who was my brother? How old? How did he pass? All these things are impacting his every move. (Appendix 4)


Monologue:

These scenes were a crucial element in the selection of my monologue. Because of the class's demographics, we had to exclude the elements of rage when talking about racism. Because of this, I decided to focus my monologue on that topic.

 “This moment of your first meeting with a part should be unforgettable . . . This loss of this moment is irreparable because a second reading no longer contains the element of surprise so potent in the realm of intuitive creativeness” (Cited by Merlin, 2007, pg. 57).

I wanted to do something personal; I wanted to tell the audience about the reality of simply being a black man. When I read the monologue from City of Gold by Meyne Wyatt, I was captivated. It reminded me of one of my favourite spoken-word pieces, Dear White People (See Appendix 1) by Mwende Katwiwa. His words, although guided towards the dehumanisation and injustice of people of colour in Australia, related to me so profoundly, the idea of being considered partly black and the reality of racism being prevalent in the way I behave and expect the industry to be today. This monologue is one I will definitely add to my repertoire.

Whilst filming a short film in Lampeter, they used a white woman's foundation on my skin and had the baby imagery of me as a white baby. These all made me extremely frustrated, sad, and angry at how scared I was to oppose this. So I wasn’t seen as hard to work with. Nia Tipton discusses Megan Milian's frustration towards the lack of diversity in the performing industry, “I'm so irritated, I'm so tired. It's just frustrating that we have to deal with this all the time”. This solidified this monologue for me. I wanted to show how the industry still hasn’t fully embraced us.

Looking at Dear White People and Megan Millian helped me to organise my emotions. At first, I felt anger from the monologue since that's what I felt going through these events. However, looking back and recalling the events leaves me so frustrated with life and the world for making me angry. I went through the monologue in pencil(See Appendix 2), asking myself questions to deepen my understanding of why my character feels that way. The idea that events can be “sudden… or gradual” (Mitchell, 2008, p. 55) truly helped me navigate my character's emotions and speak from a place of truth—both from me and from the character, not just as myself. I then went through and asked Stanislavski's seven questions to dive even deeper into the character(See Appendix 3). Many of the other monologues in our performance incorporate elements of class and physical theatre. However, no matter how hard I tried to add it to mine, it felt forced. This is because the things I am saying have been seen, but now it's time for them to be heard. I placed the rest of the cast on the side of the stage. “Do not move unless there is a reason to move, and desire for variety is not enough reason”. (city by Bogart, Landau, 2014, pg. 70) allowing them to become audience members for my monologue. Similar to poor theatre, I stripped back our play, becoming the sole instrument — no music, no fancy movement — “Where the human being himself will be the lights and the music and everything” (Creative Arts Television, 1970) — allowing me to connect directly with the audience. (See Appendix 5)

“We are not attempting to perform exceptional feats, but rather to discover the elementary, organic movements of the animals.”(Lecoq, 2009, pg 93).

I was able to be in the background of monologues using physical theatre to help tell the story. Whilst embodying a dog, we got to play with the difference between wild and tame, and the connection between eye movements and head tracking. My favourite was when I portrayed Mother Nature—using Laban's effort graph for soft, flowing movement, being affected by the harsh movements. This allowed me to show my flexibility and physical ability.

My main feedback when performing my monologue was my diction. I have an Essex accent and neglect and blend a lot of vowels in my regular speech, so I practice pronouncing my T’s and spend extra time warming up my tongue to improve this.
Rehearsals:

We would start Rehearsals with a ball game to warm us up and focus us in the room. When it came to devising and structuring the piece, I had a significant impact, voicing where I felt monologues fit, which scenes correlated, and even that Waterloo should be a collage of scenes. Respect was a considerable factor in rehearsals; not everyone gave opinions, paid attention, remained in the room, or showed up for independent lessons, so I had to repeat myself constantly and pull opinions and ideas from people. This impacted my health mentally and physically. I was leaving the class completely drained. And I had started to lose my voice. This module helped me realise I don't need to fix everything. Now I know that if no one offers a solution, I don't need to be the one to step up and provide one.

The Performance:

The final performance went well; the scenes had energy and flowed cleanly into one another. We took on our feedback as the police and picked up on the cues a lot quicker, speeding up the scenes and making them more computerised but still human. I was able to remember my lines. Something I still need to improve on is my pacing. We hadn’t done a full-out run-through of my monologue many times, and I neglected to realise how out of breath I would be. When I got to my monologue, I struggled to control my breathing, so I took pauses and sped up lines just to get them out.
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Appendix:


1. 
2018 Women of the World Poetry Slam - FreeQuency "Dear White People" 
      
      2.
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      5.  https://video-alexanderstreet-com.ezproxy.uwtsd.ac.uk/watch/jerzy-grotowski-interview-1970/transcript 
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