Prior to the module, I had not realised just how connected your physical body can be to your vocality, especially not in terms of “opening up the space,” however with the weekly warm-ups and the National Theatre’s exercises (National Theatre, 2011) I have become more aware of its importance. However, I found multiple challenges within the warm-ups, primarily when we’d developed from using our core muscles to embodying our qi energy. I have discovered that my biggest issue as an actor is my need to realise objects, whether it be through techniques such as the spiritual qi or the metaphoric language I will acknowledge further in this workbook. Despite this challenge, however, I did find the addition of colour language, as well as element language (described in The Viewpoints Book (Bogart and Landau, 2004)) and animal language (described in The Moving Body (Lecoq, 2002),) to be useful in feeling its intention, as well as applying these languages, especially that of the elemental and animalistic, to the given characters.

A surprisingly useful concept introduced was understanding our characters needs with Abraham Maslow’s hierarchy (McLeod, 2025), which I found to be useful in developing and furthering our characters and I believe helped me in developing from “performing” these characters to “acting,” which from my understanding (as it’s been described) corresponds to Konstantin Stanislavski’s “art of representation” and “art of experiencing” (1937).

Additionally I found the Stanislavskian technique of units and objectives (1937) to help me track the emotional journey of my characters, particularly Lady Macbeth and Viola. An interesting technique we looked at, though one I personally didn’t apply in its entirety, was Rudolf Laban’s Laban Movement (Espeland, no date). While I used his description of the components (weight, time, space, and flow) I ultimately stuck to these basics rather than diving into the actions.

Another issue of mine that was directly challenged by this module was research. During multiple lessons we were tasked with researching the history of these plays, as a number of Shakespeare’s plays take inspiration from history. One such task involved delivering a presentation on a given play, and with the use of synopses (Folger Shakespeare Library, no date) (Shakespeare Birthplace Trust, no date) I was able to grasp a better understanding of Shakespeare’s plays, even understanding some of the historical accuracies such as those in “Richard III” as detailed by Ahmed (2018).

My prior knowledge of Shakespeare’s works was limited even if experienced, as I had very briefly worked with the Coram Shakespeare Schools Foundation during my second year of college, and had used their versions of “of Julius Caesar” and “A Midsummer Night’s Dream,” and had a bare-boned understanding of Shakespeare’s “of Macbeth.” Even with this minimal understanding and experience, I appreciated Shakespeare’s work on a literary level, but it wasn’t until The Hip-hop Shakespeare Company’s TEDx Talk (TEDx Talk, 2011) that I understood the pivotal use of the iambic pentameter, nor until a comparison between Shakespeare’s “Richard III” and the 15th-century play “Everyman” that I understood how vital Shakespeare was in, ironically, modernising the English language.

In regards to my monologue, I was rather undecided. Through researching “Richard III,” I had become interested in the character of Margaret, based on the historical Margaret of Anjou. I found the flow of her monologue incredibly captivating due to its use of repetition and the bitter undertones highlighted through such technique, but in contrast I had no experience with the character and was worried that this would appear more “perform”ed than “act”ed, to use language previously mentioned. Through experience, I had always been interested in the character of Titania from “A Midsummer Night’s Dream,” despite finding her story arc questionable and unfavourable for her character. However, it was ultimately a deeper connection to Titania than Margaret that persuaded me to choose the former’s monologue.

One of the first challenges I had was divorcing a desire to stage and block from the act of rehearsing and line-reading, as when I had first read it I was already envisioning how to perform it, though this is an issue I will come back to later. It was through different vocal exercises in which we emphasised the vowels, stressed syllables and rhythm that I was able to overcome this, and further it was through looking at the metaphoric language that I found a familiarity, as both I and Titania are theatrical in a sense, in Titania’s case using themes of death and nature in tandem with each other to portray a catastrophic, world-spiralling scenario in response to the discontent between her and Oberon, her husband.

I did, however, use my vision for its performance and delivery, and through improvisation and devisement developed this to its end product. I knew, as a grounded character, that I wanted Titania to sit in a chair, going against her status as a high character to portray her in, what some would consider to be, a relaxed state. While I had initially delivered her lines aggressively, through peer assessment I decided to instead deliver them calmly and in a poised manner, as best fitting of a queen. However, it was through the application of element-inspired (Bogart and Landau, 2004) and and animal-inspired (Lecoq, 2002) body language that I found a comfort in Titania, opting to ascribe her an icy chill that, much like her chosen words, brought to mind winter, and due to this I used a sharp-tongue (snake) with pointed words (air) and a flowy and relaxed nature (water,) additionally keeping the previous poise I had whilst now envisioning it as a crane. For this animal imagery, I looked at videos online to understand the movement (EVERYTHING 8K official, 2024) (Nature on PBS, 2021).

The provided Twelfth Night excerpt was from Act 1, Scene 5, in which Viola (disguised as a young man named Cesario) meets Lady Olivia, who we see fall in love with the former. My initial understanding of the scene was far different from its actuality, due to a lack of knowledge on the subject and having not yet done research: this understanding was that Viola, in disguise as her brother, was making an active effort to flirt with Lady Olivia, and while this did lead to the discovery of (appropriate) chemistry between me and my scene partner, I discovered during a rehearsal that it was a far more subtle, far more inward performance on Viola’s part, that being instead of an active pursuance, she is a simple romantic-minded girl, with these thoughts shining through whilst talking to Olivia, who through her response is surprised, as she’s often met with men speaking less earnestly, as is implied through a later scene (Act 2, Scene 4) that Orsino (speaking on behalf of all men) claims a man’s love is “more giddy and unfirm, more longing, wavering, sooner lost than worn” (Twelfth Night, 2017) and as such these affections are less heartfelt than Viola’s words are.

This was an aspect I struggled to grasp, as I couldn’t understand why Viola spoke so romantically if her intent was not to flirt with Olivia, but through discussion both with the module lecturer and my scene partner did I come to understand that the romantic speech is simply how Viola is, and it is because of this that I became less romantic and more sincere in my performance. Additionally, watching Dinita Gohil’s performance (Twelfth Night, 2017) helped me see a different delivery of the lines, which inspired me to experiment with my own delivery.

Additionally, me and my scene partner prioritised eye contact, as we found established a physical connection between us heightened the chemistry we felt, an aspect that was further driven when informed by our lecturer that this could elevate Lady Olivia’s performance.

While my understanding of “Macbeth” was minimal, I had a particular distaste towards the treatment towards Lady Macbeth in my adolescent years, as oftentimes the descriptors of “manipulative” and “villainous” were given to her, which I personally disagreed with. So, when provided the opportunity to work on Act 2, Scene 2, I was happy to take it!

As mentioned before, one of the issues I have as an actor is divorcing staging and blocking from the act of rehearsing it, the former which I keep in mind often and has been described by my lecturer as similar to the thoughts of a theatre producer. While this can, at times, impede my performance, I do believe during this scene it heightened it, as during staging one of the priorities of mine was to show the similarities between Lady Macbeth and her husband, using actions, emotions, and primarily blocking. A lot of the movement came from a back-and-forth between Macbeth and his wife, which was an intentional aspect due to how the dynamic of the scene changes with Macbeth’s fear overwhelming the stage before being dashed by Lady Macbeth’s words. 

One of the aspects I was drawn to was the emotional delivery behind Lady Macbeth. As she had been described to me, she was a driven and ambitious woman, and yet in this scene I had seen something different. I had seen she was ambitious, and yet what I felt was more prominent was the fear she felt. She, much like her husband, was on edge, and I wanted to show that to the audience, a goal which I believe I accomplished.
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