
Warming Up
[bookmark: _Int_y3C2biFE]Our daily warmups before getting into any type of physical or vocal activities have become an essential for Shakespeare. A big part of preparing for Shakespeare was focusing on our breath, this was to help with keeping a balanced energy throughout a scene without tiring. To help me with this, I use the Box Breathing technique (Sunnybrook Hospital, 2020) to help regulate my breathing and help with lowering my heart rate. This has become a daily practice that I exercise before class, helping me prepare for reading scripts and being able to keep a regular breathing pattern without struggling. Another great exercise I found to be the Alexander Technique (The Alexander Technique,1999). This had helped with fully being able to relax my body, allowing it to sink into the floor. I had felt my posture had improved after this exercise, which helped with moving onstage and maintain a high energy. Whilst reading my lines afterwards, I could speak clearer by not reducing my tension levels around my body and throat. Here is a quote from The alexander Technique going over the benefits of this exercise:

The Alexander Technique is a subtle method for changing the habits and attitudes, which releases the body and mind, enhances body awareness and functioning, and gives the body coordination, and energy (Leibowitz and Connington, 1990, p. 15)

To understand the text, I had used a variety of different techniques to help me answer questions about my character and their backstory. One of the methods I used was Uta Hagens Questions (A Challenge for the Actor, 1991) so I get a better understanding with my character and what their purpose is in the scene. For example, when rehearsing for the Brutus and Cassius scene I struggled with understanding my relationship with Cassius (See Appendix 1). So, I had asked this question in my notebook and read the text, it was then made clear that Cassius is a deeply close friend to Brutus. So, knowing what their relationship was, I was able to find moments of friendship in the dialogue. An example when Cassius continues to threaten Brutus till Cassius begs him to stab him, so Brutus constantly pokes fun of him for his anger, referring to him as a “Slight man” and “choleric.” This created a brotherly love between the characters, with Brutus being the more mature and calmer brother whilst Cassius is the aggressive and gullible brother. I enjoyed playing around with dynamic and created a more interesting relationship for these characters.




In Shakespeare’s plays, blank space and iambic pentameter was an essential part of the script to help with the flow. I used iambic pentameter for my Henry VI monologue, which gave the scene a more natural rhythm and helped me identify the stressed and unstressed, it had helped build tension and emotion within the scene. To fully understand the meaning of Iambic Pentameter and blank space, I read the book Shakespeare's Plays in Performance (Arnold, B). This book had many notable examples of these techniques being used in his plays, which provided all the information I needed for my study. I had also found this quote from the book that explains the importance of blank verse and iambic pentameter: 
Blank verse gives the necessary control power and coherence for physical enactment to grow out of the speaking of the text. The control comes by ‘peysing’ each syllable and varying the interplay of syntax and metre. Impressions of emotion grow by breaking a regular confinement, or by extending over many lines a single unit of rhythmic design. And coherence derives from the regularity sustained beneath all manner of irregularities, the now discreet and scarcely heard ‘drumming’ of the iambic pentameters. Metre enables a dramatic poet to influence the dynamics of production and the actors’ performances. (Brown, 1966, p.16)

For my monologue, I needed to know what message it was conveying, what exactly was my character speaking and how can I translate it into emotions. To understand this, my first objective was to learn what my character was saying. I did this by reading watching a video (Booksandquestions, 2016) just to understand the premise of the entire story, it was helpful to add some context to Richard and the world that surrounds him. Anger is the main emotion that fuels Richard's monologue, which become prominent till the end. There are many types or at least can be linked to anger, knowing this I decided to play around with this fact. I had used Uta Hagen’s questions (See appendix 2) to determine what emotional states Richard goes through in his monologue. This helped me build upon Richard's anger, aiming to make it more naturalistic with playing with the various levels of his anger. I had help from using Jac Lecoq’s seven levels of tension (DramaResource, 2018), I was able to pinpoint what level Richard was by going through the text and using the Units to see those changes. After first performing my monologue Infront of my tutor, I had received a note to work upon. It was that I needed to be more grounded in myself, not spontaneously wondering onstage without purpose. I had noticed this due to nerves of performing Infront of an audience for the first time, but it is something that needs to be rectified. To combat this problem, I had read the book The Presence of the Actor (Chaikin, J). Chaikin helped explain how an actor can forget their own personal habits, listening to this I had practiced this method, and I had seen a clear difference with how I hold myself in the space, feeling more confident with performing my character and relating the movement with the characters emotions and physical state. 
[bookmark: _Int_4MzoR6sg][bookmark: _Int_NzpDnBEf][bookmark: _Int_wHpR6253][bookmark: _Int_bgWmx5UM][bookmark: _Int_ouw0Hq4I]The actor is able to approach in himself a cosmic dread as large as his life. He is able to go from this dread to a joy so sweet that it is without limit. What the actor must not do is cling to any internal condition as being more or less human ... more or less theatrical ... more or less appealing. Only then will the actor have direct access to the life that moves in him, which is as free as his breathing. He doesn't contain it, and it doesn’t contain him. The “act” is one of balancing between control and surrender. (Chaikin, 1991, p.10)



For my first Scene, Brutus, and Cassius, I first needed to understand the context of the scene. Instead of doing much research on this matter, the script itself included a brief description on the scene. Following off this information, I had done further research on Julius Caesar by watching a summary video (Schooling Online, 2020) of the play. This helped add context to the scene and helped me understand what Brutus’s goals are. To start with, I would like to touch upon Brutus’s overall emotional journey throughout the scene. There are many moments in the scene were Brutus expresses his anger but portrays it differently to Cassius. Brutus controls his anger with Cassius, knowing that if he stoops down to his level then he is no better. Instead, I wanted Brutus to be calm in his anger, like how I played Richard in my Henry the VI monologue. Although Brutus and Richard having different motives for their anger, both are content with it. This served well within the scene and helped show-off the power dynamic between Cassius and Brutus. Throughout this scene, I had also used the techniques Uniting, Titling, and Actioning (The Complete Stanislavsky Toolkit, 2014). Firstly, Uniting helped with addressing what the point of changes were in the scene. I used this as a guide so I could identify what the changes were and how they affected Brutus’s emotions. I had used Titling as well so I could give my Units official titles, this helped with knowing what the focus of the scene was, such as the Units titled “Accusations” and “Aggravate”, they both tell an overall object of these units which I found helpful to remember. Lastly, I used Actioning to help with clarity on each line, why each line is being said and what is its purpose for being there. I included these techniques in my script, listed in my appendix (See appendix 3). 

My second scene, being Edgar and Gloucester was a quite funny scene. Although this scene is traumatic for both characters, without having much context does have a comedic undertone to it. Edgar does all these things to his father to help build up his moral by any means possible, and I wanted to show that clearly. When describing the scenery, Edgar describes it slowly to Gloucester so he can picture it himself, creating a calming moment for these characters. Another example also being when Edgar convinces his father that he has survived jumping from a cliff and that he was chosen by the gods. All these moments are bizarre, but it does show how far Edgar will go for his father. I took advantage of Gloucester's blindness, by constantly changing my facial expressions, so it made it possible for Edgar to express his emotions through his face and still play as an entirely different character to Gloucester by just using his voice. 



After just finishing my Practical Assessment, I can say that I am proud of my performance. I am confident in my ability to perform Shakespeare more naturalistically. I had felt that my diction and enunciation had heavily improved throughout the course. All my bad acting habits such as fidgeting, I was able to supress for my performances. The notes I had received from my tutor during the last run through, I did not make those same mistakes again. I don't have as much trouble when reading through Shakespeare's plays and can get a basic understanding of them. I have also learnt a variety of different methods on how to relax and control the body. This module has helped me become a better an actor and I intend to continue with practising and performing Shakespeare, thank you for reading my workbook.  
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Julius Caesar

Act 4, scene 3

* Scene 3
Svnopsis:

Brutus and Cassius exchange accusations in Brutus's tent. They
grow angry with eac_h other but are quickly reconciled, and Brutys
tells Cassius of Portia’s death. With Titinius and Messala they plot

their military strategy. Brutus overrides Cassius’s objections and
insists that they march to Philippi to challenge Mark Antony and
Octavius. As Brutus reads in his tent after the meeting, he is visited
by the Ghost of Caesar, who threatens to visit Brutus again at
Philippi.
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