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Appendix 1 Selected Voice and the Image exercises 
 
Appendix 1.1. Containment of physical and vocal energy: 
Anticipation, Action, Reaction - Boxing 
 
With a partner, mime a boxing match. Start extremely big and exaggerate every 
movement in the fight. Take note of: 
 

• IMPULSE – the moment sparking the anticipation: the split second moment; 
the inhalation of breath and the dropping in of the thought; 

• ANTICIPATION – the draw back: the anticipation of the blow, the leaning 
back and the physical decision to act; 

• ACTION – the movement: the act of the blow, going past the objective; 
• REACTION – past objective and return: opponent’s reaction to the blow, you 

go past objective and return to original position.  
 
Start being larger than life, take up as much space as you can, exaggerate the impulse 
and the physical actions. On a scale of 1 – 100, start at 100. Notice how you inhale 
more breath on the impulse. Slowly, get smaller and smaller, so that the conventional 
boxing match fight would stand at around 20. Keep going until your movements are 
extremely tiny, and eventually bring it down to just your face. Notice the minuteness 
of the impulse, breath and actions.  Eventually come to stillness, but contain the 
energy of 100 deep inside the body while maintaining a still exterior. This exercise 
creates a hyper-alertness, especially when the action is diminished. 
 
How does the voice come in to it? As you throw a punch, vocalise on a vowel sound, 
then gibberish. Let the sound be as sustained as the action. Take note of the 
IMPULSE [breath dropping in the body], the ANTICIPATION, and ACTION 
[exhalation/vocalisation]. Continue to diminish the action until you are completely 
still, but the sound produced is the energy of 100. Let the sound/breath carry on 
through the whole action, i.e., do not breathe mid action, as this breaks the thought. 
 
Appendix 1.2 The Invisible String 
 
In pairs, nominate A and B. Both must start having a connection with the lower 
centre-point and walking the Hokohtai.  
 
Stage 1 

• A: Stand in front of your partner, with your finger about 30cm in front of their 
mouth, not the eyes. Lead B’s around the space. Explore many levels, rhythms 
and tempos with the movement. There should be a total, full focused 
connection between A’s and B’s. 

 
• B: Slowly connect the breath to A’s finger, varying intensity depending on the 

space. The breath becomes an invisible piece of string.  
 

• A: Exit the space. B’s must still move around the space and breathe out that 
stream of breath as through the finger is still there in front of them. B’s must 
stay true to the image and allow impulses to dominate rather than intellect.  
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• Return to your partner and continue this exercise but now A’s dictate B’s 

breath and movement by leading them around the space using other body parts 
and eventually multiple body parts. Notice how that affects the breath.  

 
Stage 2 

• Repeat the exercises in Stage 1, but instead of breath, B’s release on sound. 
The sound will be shaped by the dynamics, energies and overall choices A 
makes in regards to the movement of his/her finger. The sounds can vary in 
pitch, range and various vowels can be explored as well. It is best to start with 
pure vowel sounds at first, as these are more strongly related to pure emotion 
and feeling rather than thought or intellect. Consonants can come into it when 
the instructor informs the group, but should not dictate the whole sound 
creation, i.e., only consonants being sounded as oppose to vowel sounds being 
shaped by the consonants.  

 
• A: Exit the space and B’s must still move around the space while vocalising as 

a reaction towards the imaginary finger in front of them. B’s must stay true to 
the image and allow impulses to dominate rather than intellect.  

 
• Return to your partner and continue this exercise but now A’s dictate B’s 

voice production and movement by leading them around the space using other 
body parts and eventually multiple body parts. Notice how that affects the 
quality of the sound.  

 
Stage 3 

• Repeat the exercise in Stage 1, but instead of breath or sounds, B’s speak 
gibberish – a series of nonsensical vocables. As opposed to Stage 2, where the 
vowels and consonants were purely expressed to connect sound to the external 
image, in this stage, the gibberish must have a sense of ‘meaning’ that comes 
from an internal source, whether it is a feeling or emotion generated form the 
inner self. This feeling must connect to the external source (A’s finger), and 
also the sound quality (intonation, pitch, volume, intensity and general 
movement of the sound) must be dictated by the external image: A’s finger.  

 
• A: Exit the space and B’s must still move around the space while vocalising 

gibberish as a reaction towards the imaginary finger in front of them. B’s must 
stay true to the image and allow impulses to dominate rather than intellect.  

 
• Return to your partner and continue this exercise but now A’s dictate B’s 

voice production and movement by leading them around the space using other 
body parts and eventually multiple body parts. Notice how that affects the 
gibberish language.  

 
Stage 4 

• Instead of gibberish, B’s speak some memorised text. The text should be learnt 
in neutral, with no emotion or preconceived thought or intention. It must come 
from an empty, neutral state. A’s and B’s start in an empty, neutral state 
physically.  A’s start leading B’s around the space and B’s begin to speak the 
text. Repeat the text over and over again if you finish.  



 
 

 
 

3 

 
• B: allow the empty dialogue to fill with colour, feeling, depth and dynamics as 

due to A’s decisions of movement as they lead you through the space. The 
focus should not be on the words as such, but the sounds contained in the 
words.  

 
• A: Exit the space and B’s must still move around the space while vocalising 

gibberish as a reaction towards the imaginary finger in front of them. B’s must 
stay true to the image and allow impulses to dominate rather than intellect.  

 
• Return to your partner and continue this exercise but now A’s dictate B’s 

voice production and movement by leading them around the space using other 
body parts and eventually multiple body parts. Notice how that affects the text.  

 
• Partners should swap around and Sections 1 – 4 must be repeated. 

 
Notes:  
Connections 
This exercise should demonstrate the importance of the connection between the inner 
self [the dark] and the external imagery [the light]. Connections between the inner 
self, external imagery, movement, breath, sound and ‘words’ [both gibberish and 
written text] should be evident at the completion of the exercise.  
 
Vocables 
The focus is on connecting the inner self, allowing that to permeate through an empty 
body by means of voice and movement and allowing that to be expressed through 
sound. The text [in Section 4] is not relevant. What are important is the sounds within 
the text being manipulated and driven by the external imagery [in this case, initially 
the partners finger, then their entire body].  
 
Space Between 
The Space Between is the invisible string between A and B. This is the driving force 
connecting performer to the image. 
 
Appendix 1.3 Reaching 
 
Lie on the floor. Release all tension. Think of an object/image you desire the most in 
life. It must be a powerful image. Reach for the image, but the further you reach 
something is pulling you down. The whole body must be involved in the activity, and 
allow the lower centre-point of the body to lift you up off the ground, never use 
anything else [e.g., head, shoulders, arms, even though your arms may be used to 
reach up, don’t let the whole body lead from them]. The instructor beats a drum when 
they want you to collapse back down again. The idea is that the pace increases as you 
get further in the exercise, so you experience a constant state of collapsing and 
suspension. There must never be a moment of complete rest when you collapse on the 
ground.  
 
When you reach up to your image, add sound. Sound could be an open vowel sound, 
gibberish, or even the name of the object. 
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Take note of the impulse. This impulse is evident in three levels: the image, the body 
reaching up, and the inhalation of breath in the body. The voice or sound created is 
the outward action of the impulse.  
 
You never reach your desired object/image, creating tension.  
 
Appendix 1.4 Body/Breath/Voice Continuum 
 
1 

• Start with an empty body and empty mind. Try to do this while in a standing 
position, so your body can experience the subtle tension it needs to stand and 
move.  

 
• Begin moving limbs from specific joints and connect a different type of breath 

to each movement, for example, a light breath for a flick of an arm or a deep 
pant for a kick of the leg. Do not think about the movements or the breaths, let 
them flow from one to the other and let each movement flow on through to the 
next. Again, do not let the mind dominate the flow. Let the inner impulse 
guide the direction in which you breathe and move.  

 
• Repeat the process, but instead of breath, add a different sound to each 

movement. 
 
2 

• This concerns instantaneous changes of the body posture along with 
vocalization. These changes are signalled by the cracking of stones, 
catapulting oneself from one ‘body’ or ‘emotional landscape’ into the next 
with the aid of the voice/breath. 

 
• With each ‘crack’ of the stone, allow your voice and body to respond 

subconsciously. 
 
Appendix 1.5 Inner Worlds: The Vocal Terrain/Vocal Landscape 
 
Send only air across the different places of the vocal terrain: the larynx, uvula, soft 
palate, tongue, hard palate. Let the speech organs (lips, teeth, tongue) effect the 
outgoing and ingoing breath Varying force, inhale or exhale, continuous or stuttered. 
The main point is to try one way of channelling the air and then listen for the place 
where the aspirate sounds (sounds with air) change:  

o Gasps 
o Changes in pitch 
o Creaks 
o Vibrations 
o Gurgles 
o Stutters 

Discover more ways in which the air can be changed through the vocal terrain. Feel 
how very small changes in the anatomy begin to affect sound, for example, the lifting 
of the uvula, narrowing of the hard palate, movement of the tongue. 
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Repeat the same exercise with sound. 
 
Experiment with how the placement of the body, movement of the organs, jostling, 
tensions, vibrations of the physical body alter the sound emitted from the vocal 
terrain. Now make connections with movement and the body by ‘moving’ the sound 
down through the body, e.g., vocalising to various body parts. 
 
Go through this process on the floor, standing, with tensions in various parts of the 
body. 
 
Appendix 1.6 External Image Reactions 1 
 
Like Butoh, this voice work obtains its inspiration and drive from imagery.  
 
‘…much Butoh movement is derived from an inner image that the dancer holds 
during the dance. The movements then come from impulses created be the image 
rather than conscious choices by the dancer. The other issue this raises is that the 
audience cannot usually discern what this internal image is – nor should it. Good 
Butoh is like a Rorschach test. The audience reads their own story in the actions.’ 
(Flesh and Blood Mystery Theatre) 
 
The following exercises were inspired by the work Hijikata undertook with Min 
Tanaka and Yoko Ashikawa. The instructor delivers a variety of words which do not 
necessarily need to make logical sense. ‘[These] words [are] not meant to be applied 
as pantomime or symbolism, they could only be incarnated if the body was first 
emptied of personal claims’. (Bergmark, 1991) 
 
Throughout the exercise, try not ‘to provide form, but to provide the inspiration.’ 
(Bergmark, 1991) 
 
While moving through the space, the instructor delivers a variety of colours. The 
participant vocalises a reaction to the colour. The instructor must always keep moving 
through the colours, no personality should be heard in the voice. 
 
The sequence moves like this: 

• Actors moving through space, or they may be still 
• Leader calls out an image 
• Actor stops moving (or remains still if standing) 
• The actor breathes in the external image 
• Actor vocalises the internal image while remaining still 
• Actor moves around the space (or remains still) awaiting the next image from 

the leader. 
 
Images may range from the following: 
White – yellow – orange – red – blue – violet – green – brown – grey – black – amber 
– silver – gold – ochre – pink – purple – indigo – crimson etc.  
 
Let the external affect the internal response. Do not be literal. Respond with a free, 
open voice from the ‘dead’, shell like body. This way, you will respond with no 
thought or intellect.  
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Now, the elements of nature are explored: 
 
Wind – sunshine – rain – rock – sand – leaf – cloud – water – moon – stars – snow – 
mountain – grass – twig – branch – pebble – etc.   
 
Now elements of man made nature are explored: 
 
Car – plane – building – road – door – concrete – window – chair – wall – light bulb – 
bus – carpet – computer – internet – television – telephone – etc. 
 
An infinite amount of images can be explored: food, animals, senses etc.  
 
Appendix 1.7 External Image Reactions 2 
 
Various images are used as a starting point for physical improvisation. Firstly, the 
images are given, and then the participants instigate their own images from an inner 
place.  
 
Body 

• Leader gives the actors the option to choose an image from three that are 
given, e.g. water, egg or foil. Improvise from an inner space allowing 
involuntary movements to happen. You may float to the ground, or around the 
space, or use jerky movements, there are no wrong decisions, whatever is true 
to the impulse and image is truthful. Always remember to work with an empty 
body.  

 
Voice 

• Vocalise your interpretation according to the various images. Remain in 
stillness, do not let the body get involved as you need to express the image 
only through sound. After you are fully engaged and feel as though you 
respond quickly to the images, add movement. After imagination is fully 
working and trust is established, instigate the images from your own empty 
space, try not to preconceive the images, let them flow from one to the other 
and express it vocally and physically.  

 
Appendix 1.8 The Space Between: Transformations and the internal 
image 
 
Body 
Begin, whilst in the Hokohtai, physical transformations from one internal image to 
another. The image should come from an inner place, without the leader calling out 
the images. All images are to be created by the actor.  
 
Start the physicalisation on the first image, hold it until the point of exhaustion, 
slowly transform into the next image. Freeze half way between the first and second 
image, hold until the point of exhaustion. Slowly transform to the final image. Hold 
until the point of exhaustion, return to the Hokohtai state. 
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E.g:  Image 1 (horse)  –  Transition  –  Rock 
(Hold)    (Hold)   (Hold) 

 
Repeat the process in stillness and replicate the sound produced in that exercise 
without taking the body into extreme states. Maintain the vocal intensity you 
experienced in the previous exercise.  
 
Voice 
Begin, with the Hokohtai, physical transformations from one internal image to 
another. The image should come from an inner place, without the leader calling out 
the images. All images are to be created by the actor.  
 
Start the physicalisation on the first image, hold it until the point of exhaustion, 
vocalise, slowly transform into the next image. Freeze half way between the first and 
second image, hold until the point of exhaustion, vocalise. Slowly transform to the 
final image. Hold until the point of exhaustion, vocalise.   
 
Hold on to the image, physicality and sound for each step.Repeat the process in 
stillness and replicate the sound produced in that exercise without taking the body into 
extreme states. Maintain the vocal intensity you experienced in the previous exercise.  
 
Appendix 1.9 Contradicting Emotions 
 
Contradictions can be applied to masks and emotion. For example, an ecstatically 
excited face can have the sound of mournful sorrow, or a painfully mournful face can 
have an ecstatically happy sound. With the following contradiction exercises, you are 
trying to find the space between. By producing these contradictory masks and voices, 
you may have an understanding of the core of thought and emotion. If you are 
distanced from an object you can see it much clearer than if you are extremely close 
to it. Therefore, when you stretch out the two polarities of emotion and feeling, you 
are disconnecting yourself from them, therefore objectively looking back to yourself 
and analysing what lies in between.  
 
Walk through the space while in the Hokohtai state of body and mind. Hold the mask 
and physical statue till the point of exhaustion, then vocalise its emotion (eg, voice 
and body of ‘anger’).  Relax. Then hold the mask and physical statue till the point of 
exhaustion, then vocalise its opposite emotion (eg, body of ‘anger’ and voice of 
‘happiness’).   
 
Appendix 1.10 Squat and Bounce: Voice from exhaustion  
 
Body 

• In a squat position, hold arms out directly in front of you, palms facing down. 
Arms outstretched, place one hand directly over the. Keep the spine straight 
and aligned. Focus directly in front of you. Bounce up and down.  

 
Voice 
 

• Keep bouncing until you reach the point of physical exhaustion; feel the need 
to vocalise how you physically feel. Let whatever sound comes out. Do not 
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use words and do not emote. Let the sound come from an empty place without 
any preconceived thought. You should feel the impulse to sound coming from 
the ground.  

 
• Stop bouncing, stand upright, and release on text or words. Notice the quality 

of the sound, the meaning of the words and the depth of the breath. 
 

• You may notice that the text you speak contains some sort of urgency and 
power. The meaning and feeling will be embedded deeper in the body and any 
superficiality in the thought/feeling will not be present. 

 
Appendix 1.11 The Kite 
 
In pairs, nominate A and B. A stands in the space and B moves through the entire 
space as if the are a kite. The instructor calls out the image, whether it is very windy, 
still, slight breeze, a storm, raining etc. A must respond to the physical actions of B. 
Explore proximity, dynamics, space and time.  
 
Further exploration 
In groups of 3, nominate A) stands in the middle of the space; B) is the kite that 
represents the body and C) is the kite that represents the voice.  

• A stands in the middle.  
• B is introduced to the space and moves through the space. A’s react 

accordingly only using their bodies.  
• After a while, C’s are introduced and A’s react to C’s physical movements 

accordingly with voice only, while still maintaining the physical connection to 
B’s.  

• A’s are split between body and voice and must concentrate to separate these 
two elements.  

 
Appendix 1.12 Sound Circle: External imagery 
 
All sit in a circle except one person who stands in the middle of the circle. The person 
in the middle of the circle ‘dances’ an image either called out by the instructor, or is 
generated form the dancer. The other participants who are sitting in the circle vocally 
react to the external images created by the dancer by: 

• Using sound alone 
• Using gibberish language 
• Using a piece of learnt text 
• Describing exactly what is being ‘danced’ 
• All vocal qualities and energies are dictated by the external image of that 

particular dancer.  
 
Appendix 1.13 The Emotional Line 
 
All stand in a line. Instructor instigates a particular primary emotion. Breathe in the 
emotion and let it affect the body. Where you are standing, the emotional gage is 0, 
and the other end of the room is 100. For example, if the emotion is happiness, you 
slowly walk to the other end of the room, beginning with a neutral, empty expression 
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and you exaggerate the emotion as you get closer to 100. Everyday emotional 
expression usually lies within the 10 – 20 mark, and 50 is generally the most 
conventional, exaggerated form of expression. 100 is the hyper, extreme expression of 
that emotion. All sense of naturalism and expression is abandoned and both sound and 
mask is exaggerated beyond recognition and comprehension when the performer 
reaches 100. Note must be taken in terms of breath control and the throat must be kept 
open at all times. Once 100 is reached, slowly retreat back to 0, then stand still.  
 
Extensions: 
Allow the whole body to get involved.  
 
Release on some gibberish as you walk to 100. 
 
Speak a line of text, allowing the exaggerated emotion to take hold of the meaning as 
you walk to 100. 
 
Speak the same line of text, but focus on the sounds within the text [vowels, 
consonants, onomatopoeia], and let the exaggerated emotion to take hold of the 
meaning of the sound as you walk to 100.  
 
 
 
 
 
 
 
 
      0         10        20        30         40         50          60         70            80        90        
100 
 
The dashed arrows represent the amplification of voice and body as the performer 
reaches 100.  
 
Happiness and sadness 
 
This exercise is to experience and to understand the connection between the emotions, 
the physical and the vocal, whilst the body is in a state of emptiness through the 
Hokohtai.  
 
Happiness 
 
Start walking through the space in the Hokohtai state. Start to Begin with a silent 
chuckle which leads into a big laughter. Avoid imitation and superficial illustration by 
working from an organic, truthful centre. Let the entire body experience the emotion. 
Your body should experience a state of exhaustion towards the end.   
 
After a while, when your body reaches exhaustion, add voice. Allow the voice to stem 
from an internal space and avoid generalisation.  
 
Sadness 
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Repeat the exercise, but explore the notion of crying silently, starting with a small 
weep which leads to a full silent cry. Avoid imitation and superficial illustration by 
working from an organic, truthful centre. 
 
After a while, when your body reaches exhaustion, add voice. Allow the voice to stem 
from an internal space and avoid generalisation.  
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Appendix 2 Selected Voice and the Core exercises 
 
Appendix 2.1 The V-Pull 
 
The V-Pull exercise is the most physically and vocally challenging out of the 3 Static 
Hold exercises, mainly because the core is so engaged and you need to have a sense of 
balance. One other challenging aspect is to maintain a straight back, as it can be 
tempting to curve it which would make the shoulders tense. In addition to these 
physical challenges, you are required to breathe in the centre, keep the jaw open and 
relaxed, keep the throat open, and vocalise freely. As it is fairly challenging, you 
should listen to your body, and there are points of recovery throughout Step 3 that 
breaks down the exercise into several sections. These points of recovery help to re-
focus the body, breath and voice, and allow the body to recover. These points of 
recovery are only guides, and you should recover and stretch at any moment.  
 
Getting into position 
 
There are basically two steps in order to get into the full V-Pull position. If your core 
is not as strong, you may want to treat each step as its own separate level and engage 
in all voice work at each step until your muscles, and confidence develop. For some, it 
is easy to just shift into Step 3 from lying flat on the floor, as if jack-knifing up into 
position. You can try this, but is places a lot of energy and focus on your core. I have 
noticed that for some, the following step-by-step process seems difficult. I think it is 
up to the individual to find out what works best for them, as long as it is safe.   
 

     
   
Step 1            Step 2 
 
Step 1 
 

• Sit down, points of contact on the floor must be the soles of the feet and the 
buttocks.  

 
• Back straight, shoulders down, and neck free and long.  

 
• Drop the jaw and let the breath flow in and out o the body. 

 
• Wait for the impulse, do not forcefully inhale or exhale.  

 
• Release on an un-voiced sigh, just on breath. 



 
 

 
 

12 

 
• Release on an open, voiced sigh. 

 
• Sigh then hum: ‘huhmmmm (recover the breath) huhmmm’. 

 
• Look at a spot directly in front of you, send a fully supported and centred 

‘huh’ to that spot. 
 

• Send that ‘huh’ sound with an underlying thought or emotion, changing each 
time.  

 
• Explore range: slide from medium pitch to high – high to low – low to 

medium.  
 

• Speak on some text. 
 
Observations 
 

• How do you feel when you speak text in this position? 
 
• How does the body affect the thought, feeling and vocal production?  

 
Step 2  
 

• Lift one leg up at a time; making sure it is straight, but not tense.  
 
• The thighs should be touching, and the raised leg should not go beyond the 

bent leg.  
 

• Try not to loose balance, stay focused and energised.  
 

• Try the exercises demonstrated in Step 1 with only one leg up, then place that 
leg back down and try it with the other leg.  

 
Step 3 (final pose)  
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Body 
 

• If you are going directly from Step 2, bring the other leg up to meet the one 
that is already straight.  

 
• Place all your attention and energy to the point of communication (the wall 

opposite or another performer) to get the mind away from the challenging 
physical position.  

 
• Try not to tighten the neck, tense the shoulders or collapse in the chest.  

 
Voice 
 

• Imagine you are sending the breath right down to your legs. 
 

• Allow the breath to exit the body while releasing on a simple, open unvoiced 
sigh.  
 

• Send a relaxed, open yawn up through the body.  
 

• Imagine you’re sending the breath to the feet as you inhale, defying gravity. 
 

• Keep focused and in control when you breathe in and out, try not to sway the 
body.  

 
Point of recovery 
 

• Bring knees into the chest, hold onto the ankles, bring the feet to the floor, 
gently roll your back the ground and straighten the legs flat on the ground.  
 

• Rest. Recover the breath, focus on the natural breathing pattern.  
 
Observations 
 

• How do you feel? 
 

• Where do you feel movement as you breathe?  
 

• Is the breath deeper?  
 

• Do you feel more muscular response when you inhale and exhale? 
 

The sigh 
 
• Move into Step 3  

 
• Keep physically focused and controlled.  
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• Locate your relaxed voice as you sigh out on ‘huh’.  
 

• Now sustain that sigh on to a long ‘huh’.  
 

• Sigh with relief, close the lips and feel the vibrations on the lips when as you 
hum. Open, close, open, close etc (muh - muh - muh). The vowel must be 
instigated from the sigh.  

 
• Where does your body vibrate when you open and close your mouth?  

 
When mouth is closed, your chest and throat may vibrate more.  
 
When mouth is open, arms, chest, legs and belly may vibrate more.  
 

• Open the lips as you retain the sound.  
 
• Relax and recover the breath.  

 
 

• Do not get the mind involved.  
 
• Drop the pitch by a semitone. Sigh out on a long ‘huh’, picturing the 

vibrations streaming up from the middle of the body. Notice any vibrations in 
the legs. 

 
• Slide from high to low. Notice the different areas of vibration when your 

changing pitch.  
 

• Close you lips gently on the vibrations.  
 

• Open the lips as you retain the sound.  
 

• Repeat the exercise exploring several more pitches. 
 

• Always let the vibrations flow from the middle of the body. 
 

Low pitch: focus on the feet and legs.  
 
Middle pitch: focus on the centre of the body.  
 
High pitch: focus on the head and upper body area. 

 
Point of recovery 
 

• Bring knees into the chest, hold onto ankles, bring the feet to the floor, flatten 
the back on the ground and straighten the legs flat on the ground.  

 
• Rest. Recover the breath; focus on your natural breathing pattern. 

 



 
 

 
 

15 

• Repeat the series of sighing exercises while lying flat on the floor.  
 
Observations 
 

• How do you feel?  
 
• Where do you feel movement as you breath?  

 
• Do you feel that the breath is deeper?  

 
• Do you feel more muscular response as you inhale and exhale?  

 
• Ask yourself the same questions after repeating the exercises standing upright. 

 
Locating The Centre 
 

• Move into Step 3  
 
• Keep yourself physically and mentally focused and controlled.  

 
• Close your mouth and very lightly stimulate a very fast version of panting that 

is like a quiver, from the centre. The panting should hardly disturb the breath 
at all.  

 
• Don’t loose focus and collapse the spine, use your stabilising muscles to 

remain in position. Control the body. 
 

• Quiver – let go – quiver – let go. 
 

• Open mouth and do the same quiver. 
 

• Release on a ‘f’ sound and quiver from the centre. 
 

• Find the inner centre connection on ‘huh’, then change the sound to a ‘hey’. 
Repeat ‘hey-hey-hey,’ ‘ha-ha-ha,’ ‘ho-ho-ho’.  

 
Point of recovery 
 

• Rest.  
 

• Repeat the exercises whilst on the floor. 
 

• Notice any changes you feel physically and any changes in terms of breath 
response.   

 
Sound, articulation and expression 
 

• Move into Step 3. 
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• Keep yourself physically and mentally focused and controlled.  
 

• Tune in to the deepest parts of your belly and sigh a hum from there into your 
head.  

 
• ‘mmmmmmmm’ on the lips with sigh of relief underneath.  

 
• Make sure you are not holding any tension in the neck.  

 
• Roll the neck around in one direction. 

 
• Roll the neck around in the other direction on another pitch.  

 
• Let the breath have its own life without being pushed till you are empty.  

 
• Find a new pitch for each head roll. 

 
• Whenever possible, touch lips – cheeks – nose – forehead – top of the skull – 

beck of the neck – throat – chest to feel the vibrations. Try not to loose balance 
when doing so.  

 
• Focus on that spot on the wall, focus, and release on some other sounds:  

 
ma – ma – ma – ma 
ba – ba – ba – ba  
pa – pa – pa – pa  
da – da – da – da  
ta – ta – ta – ta  
 

• Explore this sequence: 
 

moo – mah – mee – mah – mey – mah – mai – mah –moh – mah 
 

• Replace the ‘m’ with other consonants like ‘l’, ‘t’, ‘s’, ‘z’, ‘th’ (both voiced as 
in then and unvoiced as in think) both at the front of the vowel and at the end.  

 
• Sigh out, locate your relaxed voice, then immediately sigh out on some text or 

thoughts.  
 
Further work 
 

• Move into Step 3. 
  
• Keep yourself physically and mentally controlled.  

 
• Always keep jaw dropped, breathe in and out through the mouth without 

closing off the nasal cavities.  
 

• Sigh out on breath, don’t use sound. 
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• Release on a ‘huh’ sound. 

 
• Sustain that sound. 

 
• Let vibrations flow from the middle of the body. 

 
• Close lips on vibration and open the lips as you retain the sound. 

 
• Drop neck forward, back, left and right to relax the muscles.  

 
• Tune in to the centre, release on a ‘mmmmmmmm’.  

 
• Release on a ‘ng’ sound, recover, then open the ‘ng’ sound to an ‘ah’: 

 
ng – ah (recover the breath) ng – ah 
 

• Roll the neck as you hum.  
 
• Relax. 

 
• Again, explore different pitches and bounce the sound out.  

 
• You may even want to recite some text in this position.  

 
Stretch 
 

 
 
At the completion of the V-Pull, move into this very affective stretch.  
 

• Bring the feet together and hold on to them. 
 
• Bend the torso over and feel the stretch in the back and shoulders. The 

stomach is free and unrestricted in this position, so breathe deeply and allow 
the belly to expand as you inhale, and contract as you exhale.  
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• Breathe through the mouth and nose simultaneously and fill the body with air, 

release the breath and repeat.  
 

• With full concentration in the belly area, try this sequence again: 
 

huh – huh – huh – huh – hummmm (recover the breath)  
huh – huh – huh – huh - hummmm (recover the breath) 

 
ng – ah (recover the breath) ng - ah  

 
The impulse of the ‘huh’ should start in the belly, and the vibrations of the hum 
should be felt in your belly right up to the mask of the face. Again, explore the 
containment and release of vibration: 
 

hummmm-uh-mmmm-uh-mmmm-uh 
 
Then move into this sequence: 
 

ma – ma – ma – ma 
ba – ba – ba – ba  
pa – pa – pa – pa  
da – da – da – da  
ta – ta – ta – ta  

 
Explore this sequence: 
 

moo – mah – mee – mah – mey – mah – mai – mah –moh – mah 
 
Mouth a piece of text, whisper it, and then speak it.  
 
Standing 
 

• Stand up through a spinal roll.  
 
• Recite the peice of text again noticing any changes in the body.  

 
Observations 
 

• How do you feel overall?  
 
• Do you feel more flexible?  

 
• Do you feel as though you have more strength overall?  

 
• Do you feel as though you have more breath support and better overall 

posture and physical presence? 
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Appendix 2.2 Static Hold – Facing Up 
 
The Static Hold – Facing Up is the first exercise in the Static Hold series. Firstly, it 
primes the body, breath and voice and channels the energy in the centre of the body. It 
allows you to firstly experience the sensation of heightened energy and core focus, 
and also helps settle the breath deep down in the body. There are 3 levels to this 
exercise, Level 1 for beginners: for those who find Levels 2 and 3 fairly challenging 
and find that their core is a little weak.  Level 2 challenges you a little more by raising 
the head and arms off the ground, which engages the core a little more, and also 
challenges the participant to be conscious of opening the throat when breathing and 
vocalising. Level 3 is even more challenging as the upper shoulders are required to 
come off the ground. In this position, you need to be aware of their tension points in 
the upper body, therefore, more attention needs to be placed in releasing these and 
channelling the energy in the centre of the body as opposed to the shoulders and neck. 
The options of levels create high quality moves. In any case, it is important to go 
through each step to avoid injury and to develop a sense of awareness.  
 
 
Level 1 
 

 
 
 
Body 
 
As you can see in the picture, the back may seem completely flat. In fact, your breath 
will be freer if a neutral pelvis is maintained, which is following the natural curvature 
of the spine as opposed to a completely flat back. If you are finding this difficult, it 
may be helpful placing a small pillow or rolled up towel under the buttocks, and 
perhaps the head as well.  
 

• Lie on the ground, shoulders relaxed, legs flat (to sense the natural curvature 
of the spine), or knees pointing to the ceiling and feet flat on the ground (if 
you have a sensitive lower back). Allow the body to sink into the floor. 
 

• Drop the jaw and let the air fill the lower part of your torso. Do not 
purposefully breathe in and out; rather, allow the body to breathe for you.  
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• Place your arms by your side, making sure that they are straight, but not rigid, 

and palms facing the floor. If you imagine that you are lying on a clock face, 
your left arm should be at approximately 4 o’clock and right arm at 8 o’clock. 

 
• Concentrate on the area just bellow the belly button. Exhale as you bring the 

knees up so that they are situated directly above your pelvis.  
 

• Make sure that your upper legs are vertical, and that your lower legs are 
horizontal.  

 
• As your abdominal muscles are engaged, focus your energy in that area as 

opposed to the jaw, neck, or shoulders.  
 

• Gently move the head from site to side to eliminate any neck tension. 
 
Breath and voice 
 

• In this position, let the breath drop into the deepest parts of your body and 
release naturally, without force. Always make sure that you are breathing in 
and out of the mouth, but make sure you do not block the nasal cavity. 
 

• Focus all your energy in the centre of the body and close your mouth, as this 
eliminates any unnecessary tension anywhere else in the body. Think positive 
energy, not unproductive tension. 

 
• Release on a very light fast panting, like a quiver. Not too strong, just a gentle 

quiver which engages the abdominal area.  
 

• Quiver, release and recover your natural breathing pattern, quiver again, 
release again and recover your natural breathing pattern. Repeat several times 
remembering not to tense the neck and jaw as you do so.  

 
• Open your mouth and do the same quiver. Remember to keep the throat open 

and wide and tongue flat when you quiver and release.  
 

• With the mouth and throat open, release on an un-voiced sigh to centre the 
breath.  

 
• Quiver and release on a ‘fff’ sound.  

 
• With the tongue flat, and mouth and throat open, release on a voiced sigh – not 

on full voice, but half breath and half voice.  
 

• Find the inner centre connection and release on a full voiced sigh. Sense any 
vibrations throughout the body. 

 
• Look at a point on the ceiling, connect to that spot and release on several ‘huh’ 

sounds, connecting to the inner centre.  
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• Change the sound to ‘hey’.  

 
• Release on ‘hey – hey – hey’ while maintaining that connection with that spot 

on the ceiling.  
 

• Release on a stream of breath to that spot until you feel you have no breath left 
in the body. Let the body recover the breath.  

 
• Repeat with ‘fff’ and ‘sss’ sounds. 

 
• Bring the knees into the chest, hold on to your knees and gently roll from side 

to side to massage the lower back. As you roll, release on a hum, or several 
sighs. 

 
Further work 
 
Feel free to explore other sounds in this position, for example, sliding up and down in 
pitch with the mouth closed and open sensing the vibrations originating from the 
centre or even reciting some text. 
  
Come up to standing and repeat the above exercises in order to connect to the centre. 
Make sure that your knees are slightly bent, not tense, and that you are working within 
the framework of your body, i.e. shoulders, hips and feet are aligned. Do not lose the 
openness in the mouth and throat when standing. Allow the abdominal muscles to 
relax on the inward breath and let them gently engage on the outward breath.  
 
Observations 
 
You may want to ask yourself some questions:  
 

• How do I feel overall?  
 
• Did I feel any changes when repeating the exercises standing up?  

 
• Did I feel more engaged in the centre when on the floor or standing up?  

 
• Where did I feel vibrations when I was on the floor? In the belly, legs, chest, 

face?  
 

• Did these vibrations shift locations when standing up?    
 

• What sounds worked best for me in when lying down?  
 

• What sounds worked best for me in when standing?  
 

• Did I feel freer, more engaged and flexible in the centre when repeating these 
exercises while standing? 
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Level 2 
 

 
 
Level 2 increases the dynamic and energy. The main physical difference here, is that 
the arms, head and shoulders are off the floor. The upper abdominal muscles are 
engaged due to the head being raised off the ground. It is tempting to tighten the 
throat and this causes unnecessary tension and restricts the voice. You may also have 
a tendency to tighten the jaw or tongue in order to compensate for the fact that your 
abdominal area is engaged. It is therefore extremely important to let go of any 
unnecessary tensions in the upper body and focus completely on the energy generated 
in the centre of the body. You can still have a free and unblocked voice in this 
position; it is just a matter of focusing the energy in the correct places.    
 
You may experience some quivering or shaking when you are engaged in these 
positions, especially when the head is raised off the ground. The physical quivering 
can be caused by weak abdominal muscles and are completely normal. It can also 
affect the voice by making it quiver as well. If this happens, embrace it and can go 
along with the sensation and see what happens to the sound you create. It can be quite 
liberating releasing on sounds when your body is quivering. In order to test your vocal 
control, you can also combat this by trying to stabilise the voice, but you may find 
that the body might win out. Anyhow, this is an interesting challenge and an insight 
into how the body affects the voice. Sometimes no matter how hard you try, your 
physical state affects your vocal performance.     
 
Body 
 

• From Level 1 position, gently raise your head off the ground, keeping your 
mouth open and wide.  
 

• Allow the head to come up using the centre, not the neck. It is tempting to 
hoist the upper torso, but that will cause neck pain.  

 
• Make sure that the spine is aligned and that your head isn’t jutting out. 

 
• Don’t look up as if you are pointing the chin to the ceiling, or don’t squash 

your chin to the chest. 
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• Bring your arms up around 10 centimetres off the ground. 

 
• Your arms shouldn’t be locked, they should float freely above the ground with 

ease.  
 

• Focus all your energy in the centre of the body, which is slightly more 
energised now that the head is off the ground. 

 
Voice 
 

• Now that your head is off the ground, focus on another spot on the ceiling, or 
the wall, depending on where your sightline is. 

 
• Let the breath drop in and release from the body. Do not force the breath in.  

 
• Close your mouth and release again on a very light fast panting, like a quiver, 

a gentle quiver that engages the abdominal area.  
 

• Quiver, recover, quiver again, recover again. Repeat several times 
remembering not to tighten the neck, jaw, tongue or shoulders.  

 
• Open your mouth and do the same quiver. Remember to keep the throat open 

and tongue flat, and keep the chest wide, open and shoulders relaxed.  
 

• Release on an un-voiced sigh to centre the voice and stimulate vibration.  
 

• Quiver on a ‘f’ sound.  
 

• Release again on a voiced sigh – half breath and half voice. 
 

• Find the inner centre connection and release on a full voiced sigh. 
 

• Focus at a point on the ceiling, find a connection to that spot and release on 
several ‘huh’ sounds.  

 
• Change the sound to ‘hey’.  

 
• Change the sound to ‘hey – hey – hey’.  

 
• Speak some text while in this position. 

 
 

• Feel free to further explore other voiced sounds like crying, laughing, even 
singing.  
 

• When you are finished, bring the knees into the chest and hold on to the, and 
gently roll from side to side to massage the lower back. As you roll, release on 
a hum, or several sighs. 
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Level 3 
 

 
 
 
Level 3 is the most challenging exercise out of the three. In this level, the legs are 
straightened which further increases the energy level in the centre and engages the 
core even more. You may feel the need to tense the shoulders and neck in order to 
compensate for the abdominal activity, but remember to ease them and think of 
relaxing the upper body. As this is a challenging exercise, you may wish to have 
regular breaks when you feel the need to. Some things to think about when engaging 
in this challenging exercise: 
 

• Do not consciously tighten the abdominal muscles, as it will cause you to 
force the breath into the chest, leaving your voice weak, thin and un-
supported.  

• Think of the flow of breath, flow of motion and flow of sound.  
• Think relaxed. Do not think of tensing up and tightening.  

 
Body 
 

• If you are following on seamlessly from Level 2, simply straighten your legs. 
Do not brace the knees together or tense the legs, as this tension will ripple 
through the body and affect the breath. 

 
Voice 
 

• Feel the energy coming from the centre of the body. 
 
• Roll your head from side to side to relieve any tension.  
 
• Gently roll your head back and forward, and each time you bring your head 

forward to the starting position, release on a sigh. As you bring the head back, 
let the breath drop in. Repeat with a more full-bodied ‘ahh’ sound.  

 
• Quiver, recover, quiver again, recover again. Repeat several times 

remembering not to tense the neck, jaw, tongue or shoulders as you do so.  
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• Open your mouth and do the same quiver. Remember to keep the throat open 

and wide when you quiver and release, and keep the chest wide, open and 
shoulders relaxed.  

 
• Again release on an un-voiced sigh to centre the breath.  

 
• Quiver while releasing on a ‘f’ sound.  

 
• Release on a full voiced sigh. 

 
• Look at a point on the ceiling, connect to that spot and release on several ‘huh’ 

sounds.  
 

• Change the sound to ‘hey’.  
 

• Change the sound to ‘hey – hey – hey’ while simultaneously maintaining that 
connection with that spot on the ceiling, and the centre of your body. 

  
• Speak some text recovering the breath after each thought, which is each 

punctuation point. 
 

• Again, feel free to further explore other sounds like crying, laughing, even 
singing.  

 
• Bring the knees into the chest, hold on to your knees and gently roll from side 

to side to massage the lower back. As you roll, release on a hum, or several 
sighs to relax and recover. 

 
Remember; feel free to rest whenever you feel discomfort. Just have a stretch and 
resume the exercise. It’s counteractive to push your body and voice if you experience 
any sort of pain, and this may be quite dangerous. On the other hand, if you feel that 
Level 1 is too basic, you may want to launch straight into Level 3. The most important 
thing is to listen to your body. 
 
You would most definitely experience some quivering when engaged in this strong 
position if your core is fairly weak. If you do experience any shaking, you may wish 
to rest, or you may want to vocalise and see what happens to the voice when your 
body is experiencing this physical sensation. Try not to deny the body, and go with it. 
The more you resist this sensation, the more tension you will accumulate, and this is 
also counterproductive. Your muscles will develop over time and as you go on, you 
will experience less shaking. If you are getting better at the exercise and the tremor 
decreases, you may want to tremor the legs and arms in the Level 3 position and 
vocalise, speak, sing or explore various sounds, and let the tremor affect the voice.  
 
Appendix 2.3 Static Hold – Facing Down 
 
Essentially, the Static Hold (Facing Down) is the reverse of the previous exercise. In 
this exercise, you are engaging the lower back and stretching the abdominal muscles. 
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Throughout this exercise, it is important to focus your attention on the lower back, 
and to always breathe through an open mouth remembering not to close off the nasal 
cavity. It is tempting to breathe into the chest and tighten the abdominal area, but try 
to resist that. If you are consciously tightening the abdominal muscles, your torso will 
not rise and fall. If you relax the chest and allow the belly to move as a result of the 
breath, your torso will move up when you inhale and down when you exhale. This is a 
clear physical sensation of your breath literally moving you. After completing this 
exercise, and doing the appropriate stretches, it is important to completely relax while 
facing down, and breathe, sigh, hum and speak while sensing into the lower back. 
You will feel that entire area responding to the breath and sound.  
  
Starting Position 
  

 
 
This simple floor relaxation exercise, pictured above, primes you for the Static Hold 
(Facing Down) mainly because it allows you to focus on the area which will be 
worked the most: the lower back.  
 

• Lie on your stomach and release any tension you have in the body.  
 
• Let your body sink into the floor.  

 
• Place your head to one side and drop the jaw so you can breathe in and out 

through the mouth.  
 

• Do not force the breath in, yield the need and imagine it dropping in the lowest 
parts of your torso.  

 
• Focus the energy around your lower back and your lower belly – the spot 

between your groin and your belly button.  
 

• Tap into that spot and release on a drumbeat of sound, ‘huh’.  
 

• Allow that sound to generate as a result of impulse, not force.  
 

• Now, bounce out on several ‘huh’ sounds, which culminates in a hum until the 
breath runs out: 
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huh – huh – huh – huh – hummmm (recover the breath).  

 
huh – huh – huh – huh - hummmm (recover the breath). 

 
You should feel the impulse of the ‘huh’ starting in the belly, and the vibrations which 
the hum creates should be felt in the lower back. Imagine the vibrations flowing up to 
the lips. Now explore the containment and release of vibration, and to concentrate on 
this, you will need to bounce the sound out like this on one breath: 
 

Hummmm-uh-mmmm-uh-mmmm-uh 
 
When the lips are closed, sense the vibrations in the front of the mouth. Once the 
vibrations are at it’s most, release it on an ‘uh’ sound, then close your mouth again to 
contain the vibration. Repeat this several times.  
 
Level 1 
 

 
 
Level 1 is similar to the abdominal stretch, but the upper torso does not fully extend. 
This is a very gentle version of the exercise, and is a great way to ease into levels 2 
and 3, especially if you have a sensitive lower back.  
 
Body 
 

• Forearms to the ground, shoulders relaxed and down, neck free and long but 
not extended too far back; keep it aligned with the rest of the spine.  

 
• Keep the chest open and wide. 

 
• Open the jaw and keep the tongue flat.  

 
• Focus on a spot in front of you, either on the floor or wall opposite. 

 
 

• Don’t tense the buttocks or the legs.  
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• Think of your body as being long and lean, a full stretch from your head to 
you feet.  

 
Breath and voice 
 

• Gently pant in order to activate the belly and the lower back.  
 
• Release on a long and open voiced sigh, sensing into the lower back.  

 
• Explore staccato sounds using different pitches. Notice what pitch works best 

in this position, and notice what pitch allows the lower back, upper back or 
chest to vibrate.  

 
• Sigh with relief then close the lips and feel the vibrations on the lips when as 

you hum. Open, close, open, close etc (muh – muh - muh). The vowel must be 
instigated from the sigh.  

 
• Slide from high to low, sense into your body and notice the different areas of 

vibration when your changing pitch. 
 

• Whisper some text, letting the breath drop in the body at each punctuation 
point. 

 
• Speak some text and notice how the position affects the meaning, intention, 

emotion and general sound of the piece.  
 

• Bring your arms down to the side of the body and move into the starting 
position to recover. 

 
 
Level 2 
 

 
 
 
The next stage is to raise the arms off the ground, which places a little more emphasis 
on the lower back.  
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Body 
 

• From Level 1, gently lower your torso and bring your arms out in front.  
 
• In the picture above, the arms are not straight in front, the shoulders are down 

and the arms are bent at the elbows. If you are confident that you can keep the 
shoulders down, you can bring the arms directly in front, but remember not to 
tense the neck or shoulders. This inhibits breath flow and vibrations.  

  
Voice 
 

• Inhale and exhale through the open mouth without blocking the nasal cavities. 
Let the breath release out of you.  

 
• Don’t hold the muscles; wait until you feel the need for a new breath then 

allow the movement to follow through as a result of the breath. 
 

• Let the breath be replaced. Don’t breathe in, be breathed.  
 

• Allow the breath to literally move your body. When you breathe in, you will 
notice that your body will rise due to your belly moving up and down as a 
result of your breath. If you are tightening the belly, you most likely will be 
filling the chest with air – a restricted area. If you are, you will feel no 
movement at all in the belly area.  

 
 

• Sigh out on a ‘huh’. Let the breath and sound move you physically and 
emotionally.  

 
• Now sustain that sigh on to a long ‘huh’ as your torso is lowered all the way to 

the ground.   
 

• Let the breath drop deep into the body, let the belly expand, and allow your 
torso and arms lift off the ground. Repeat.   

 
• Keep the arms and torso raised. Sigh with relief, close the lips and feel the 

vibrations on the lips when as you hum. Open, close, open, close etc (muh – 
muh - muh). The vowel must be instigated from the sigh.  

 
• Open the lips as you retain the sound.  

 
• Relax and take a breath. Do not get the mind involved.  

 
• Drop the pitch by a semitone. Sigh out on a long ‘huh’, picturing the 

vibrations streaming up from the middle of the body. 
 

• Slide from high to low. Notice the different areas of vibration when your 
changing pitch. 
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• Close you lips gently on the vibrations. Open the lips as you retain the sound.  
 

• Repeat exploring several more pitches. 
 

• Always let the vibrations flow from the middle of the body. 
 

• When mouth is closed, your chest and throat may vibrate more. You’re your 
mouth is open, your arms, chest and belly may vibrate more.  

 
Level 3 
 

 
 
The torso and arm position of Level 3 is exactly the same as Level 2, however the 
only difference is that the legs are raised, allowing the lower back to be even more 
engaged. Feel free to take breaks throughout the exercise.  
 
Body 
 

• From Level 2, raise your legs slightly, keeping them within the frame of your 
body.  

 
• If starting from Starting Position, just gently raise your arms, torso and legs at 

the same time.  
 
Voice 
 
If moving straight into Level 3, feel free to explore the voice exercises in Level 2, or 
you can challenge yourself with the following: 
 

• Close your mouth and very lightly induce a very fast version of panting that is 
like a quiver on centre which hardly disturbs the breath at all.  

 
• Quiver – let go – quiver – let go. Open your mouth and do the same quiver. 

 
• Add a ‘f’ sound and quiver from the centre. Notice the added power from the 

centre.  
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• Release on a ‘vv’. 
 

• Find the inner centre connection and release on ‘huh’. 
 

• Change the sound to a ‘hey’.  
 

• Release on ‘huh-huh-huh’, then ‘hey-hey-hey’. 
 

• Allow your torso to ‘bounce’ up and down in response to the breath. 
 

• Hum and focus the vibrations throughout the chest and the upper and lower 
back.  

 
• Hum with a sigh of relief underneath.  

 
• If you feel vibrations on the lips, you are relaxed and in control. It is an 

indication that you are not letting any unnecessary tensions get in the way. 
 

• Roll the neck around gently in one direction as you release on a specific pitch. 
 

• Roll the neck around in the other direction on another pitch.  
 

• Find a new pitch for each head roll. Don’t strain the neck. 
 

• Sigh out on some text, thoughts, or even count.  
 

• Sigh on an open ‘huh’. Sustain that sound.  
 

• Drop the pitch by one semitone. 
 

• Let vibrations flow from the middle of the body. 
 

• Close lips on vibration and open the lips as you retain the sound. 
 

• Drop neck forward, back, left and right to relax the muscles.  
 

• Tune in to the centre and the lower back, release on a hum. 
 

• Let the breath have its own life without being pushed till you are empty.  
 

• Explore other sounds like ‘oh’, ‘oo’, ‘ee’, and also fricatives like ‘ff’ and ‘vv’. 
 

• Recite text and as you lower the body completely to the ground.  
 

• Relax and place your head to one side allowing your cheek to rest on the 
ground. Allow your entire body to sink to the ground. Think of your body 
being heavy, but full of energy. Let the abdominal muscles go, recite the text 
again lying on your stomach. 
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Appendix 2.4 Forward Roll 
 
Step 1 
   

 
 
Body 
 

• Sit with your back straight but not stiff, arms relaxed by your side or straight 
in front with hands resting on your lap.  

 
• Your core will be engaged in order to keep you in that position, but do not 

tighten the abdominal muscles intentionally.  
 
Voice 
 
Sound placement: the chest, mouth, head  
 

• Make sure that your spine is tall, you’re breathing deep and you’re effortlessly 
sitting there without using any unnecessary tension. 

 
• Gently drop head back, not too far so that the back of the neck becomes 

compressed, and look at a spot on the ceiling. Keep the mouth wide and open. 
Notice how the breathing passage has changed. 

 
• Drop the head forward so the chin touches the neck without letting your 

mouth close. Notice how the breathing passage has changed.  
 

• Bring the neck up in alignment with the rest of the spine. Keep the mouth 
open.  

 
• Drop the neck back, opening the channel, and sigh out on a relaxed and open 

‘haaaaa’. Recover the breath and repeat. As you do so, focus your attention on 
any vibrations occurring in the chest. 

 
• Repeat the sounds:  
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Haaaa - haaaa - haaaa (breath) haaaa - haaaa - haaa - haaaa - haaaa 
(breath)  
 

• Repeat on an ‘ng’, and open it up on an ‘ah’. Focus on the vibrations releasing 
from the centre out of the mouth.  

 
• Bring the neck up in alignment with the rest of the spine looking forward. 

Focus your attention on the mouth area, then, while maintaining the space in 
the back of the mouth, release on: 

 
huh – huh – huh – huh 

 
• Drop the head forward so the chin touches the neck without letting your 

mouth close and focus your attention on the head.  Release on: 
 

heee – heee – heee – heee 
 

• Keep the tongue flat and maintaining the space in the back of the mouth. 
 
• Repeat and place the sounds in each area of the body: chest, mouth and head. 

Observe any vibrations. 
 

• Repeat and place these sounds in these areas while trying to express different 
images, colours, or emotions. 

 
• Free your voice on a call, an unforced long, easy ‘Hey’.  

 
• Explore other diphthongs like ‘ah-oh’, ‘oh-I’, ‘i-eh’ etc.  

 
Point of recovery 
 

• Roll your torso down on the ground, vertebrae by vertebrae until you are lying 
flat.  

 
• Bring your knees into the chest, hold on to your knees and rock from side to 

side releasing on some open sigh sounds and voice, or explore range.  
 
Nasal Resonators 
 

• Move into position, look forward and drop the jaw.  
 

• Whisper an ‘eee’, allow the impulse to start from the centre of the body. 
 

• Sigh a ‘heee’ through mouth on a mid register pitch. 
 

• Repeat on a higher note. 
 

• Sigh out on a ‘heee’. 
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• Wrinkle and relax the face, and scrunch up the nose while you release on a 
continuous ‘heee’.  

 
• Focus on the nasal resonators when you sound out. 

 
The head 
 

• Release on a voiced, sighed, high falsetto ‘heee’ focusing on the head area. 
 

• Release on a high falsetto ‘keee’, sending that sound to the head area. 
 

• Now on a very deep, resonant and full bodied ‘hey’ sound. 
 

• Experiment with high pitched ‘hey’ without going to falsetto. 
 
Point of recovery 
 

• Roll your torso down on the ground, vertebrae by vertebrae until you are lying 
flat.  

 
• Bring your knees into the chest, hold on to your knees and rock from side to 

side releasing on some open sigh sounds and voice.  
 

• Experiment with placing the sound in the head, nasal area, mouth and chest 
while lying on the ground.   

 
Comments 
 
You may notice that it is easier to release on high pitched sounds when you drop the 
head forward and are looking down.  
 
Step 2 
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Body 
 

• From Step 1, reach your arms out in front and gently roll forward. Aim to 
touch your toes, or try to go further past your toes.  

 
• Exhale as you reach forward.  

 
• Inhale as you go back to the starting position (Step 1).  

 
Range and motion 
 
Finding Your Comfortable Pitch: Comfortable to Low 
 

• Inhale in as you remain upright. Imagine you’re filling your entire torso with 
air, starting with the belly first, then the ribs, then the lower back, then the 
chest.  

 
• Hum on your comfortable pitch, and then roll forward as you lower the pitch.  

 
• Take a new breath, start on the lowest note you can make, then slowly roll 

back up to the starting position as you raise the note to your reach your 
comfortable pitch.  

 
• Instead of a hum, release on a ‘ng’ sound. When you find your comfortable 

pitch, open it up to an ‘ah’. 
 
High – Low – Comfortable Pitch 
 

• Hum on a high pitch without going falsetto.  
 

• Lower the pitch as you roll forward.  
 

• Roll back upright landing on your comfortable pitch.  
 

• Instead of a hum, release on a ‘ng’ sound.  
 

• When you find the natural pitch, open it up to an ‘ah’. 
 
Low – High – Optimum Pitch 
 

• Hum on a very low pitch without straining your voice.  
 
• Raise the pitch as you roll forward.  

 
• Roll back up to an upright position landing on your comfortable pitch. 

 
• Instead of a hum, release on a ‘ng’ sound.  

 
• When you find your comfortable pitch, open it up to an ‘ah’. 
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Comfortable to High 
 

• Hum on your comfortable pitch, then reach forward as you raise your pitch. 
Take a new breath, start on the highest pitch you can make (not falsetto), then 
slowly roll back up to the original position as you lower the pitch to your reach 
your natural pitch.  

 
• Instead of a hum, release on a ‘ng’ sound. When you find the optimum pitch, 

open it up to an ‘ah’. Repeat these exercises using open ‘ah’ sounds, various 
other vowel sounds, articulation, or even on a line of text. Say your name, 
days of the week, or count from 1 – 10.  

 
Appendix 2.5 Roll Up 
    

       
 
 Step 1               Step 2 
 

 
 
     Step 3 
 
This exercise tests your physical and vocal control. It requires you to roll up, bend 
forward and reach as far as you can, in one smooth action. It is very easy to jolt the 
body when rolling up (Step 2), especially if your abdominal muscles are not strong. 
This jolting occurs in the most difficult part of the exercise, and so the body wants to 
take a shortcut and speed through the challenging section of the move. The jolting 
also affects the breath and voice, disrupts the flow, and causes tension in the neck and 
throat. You may also notice that you involuntarily lift the legs up off the ground when 
you roll forward (Step 2), which means you are in fact yanking, not controlling your 
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torso up. If you do find this exercise very difficult and find that you are jolting, or 
yanking the legs up mid-way, or you can’t roll up completely, you can try the 
following modifications: 
 

• Bend the knees and only roll up half way, like performing a sit up. 
 

• If you require support, ask someone to hold your ankles as you roll up.  
 

• If there is no one available, anchor your feet to chair legs, table legs, or 
anything that can support your weight as you roll up.   
 

Modifications or not, the body needs to be long throughout the entire range of motion 
in order to experience the full stretch. All parts of the body need to be energised while 
rolling up.  
 
Breath, Recovery, Range and Motion 
 
Step 1 
 

• Lie flat on the floor, arms outstretched above your head. Arms should be fairly 
straight, but not stiff. 
 

• Legs outstretched and they should also be straight, but not stiff.  
 

• Your torso should be long.  
 

• Don’t tense the abdominal muscles, relax them and think of lengthening, not 
tightening.  

 
 

• Breathe deep into the body, sense your belly rising and falling as you inhale 
and exhale.    

 
• Sense into your ribcage and notice any movements in that area.  

 
• You may want to spend a moment placing your hands on your ribcage to feel 

any movement.  
 

• Sense the space between the lower back and the ground. Breathe into that 
space.  

 
• Release on an open sigh sound. Notice any vibrations that occur in the body. 

The freer you are, the more vibrations you can feel.  
 

• Energise the entire body with vibrations: sigh out on ‘huh’, ‘ng’ – ‘ah’, call 
out on a ‘hey’, mouth a line of text, whisper it, then speak it, explore other 
sounds. 

 
•  Notice what parts of the body are moved when you vocalise.  
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Step 2 and Step 3 
 

• While in Step 1, inhale and imagine you’re letting the breath drop deep into 
the body. 

 
• Without tightening the belly, roll up as you exhale through the mouth, keeping 

the arms straight.  
 

• The breath should be smooth, controlled and sustained.  
 

• Try not to jolt the body as you roll up which would block or disrupt the breath 
flow.  

 
• Try not to tighten the shoulders or neck.  

 
• Imagine strings attached to your wrists that pull you up.  

 
• Keep rolling forward as you exhale and reach past your toes (Step 3).  

 
• Keep reaching until you feel you have no breath left in the body, without 

straining, and you feel the entire abdominal area contracting.  
 

• Try not to forcefully breathe in, rather let the breath drop in as you roll back 
down in one smooth motion. The breath and body in that split second should 
be working as one.  

 
• Your body should be filled with air when you reach the lying position 

indicated in Step 1.  
 

• Rest, recover, and notice any changes in the body.  
 
Practice the sense of motion, breath and recovery several times before adding voice. 
The addition of voice makes you notice your ability to control the breath and sound 
when your body is placed under a certain amount of pressure. It can be tempting to 
grab the voice as you roll up, tightening the throat, blocking the breath flow and 
restricting the sound. Try to control the voice, movement and breath when you roll up 
so that it sounds seamless and effortless.  
 
Sigh 
 

• Take a deep breath as you lie down.  
 
• Release on a sigh as you roll up, keeping the sound smooth. Test your ability 

to control the sound and movement at the same time.  
 

• Keep the sound going until you reach past your toes.  
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• When you feel as though you have run out of air, roll back down as you 
recover the breath. The control of the inward breath is just as important as the 
outward breath.  

 
• Lie on the ground, release on the same sigh sound and notice any changes 

throughout the body.  
 
Stream of Sound: ah, oh, oo, eh, ee 
 

• Take a deep breath as you lie down.  
 
• Release on one steady stream of sound, on full vibration, as you roll up. Either 

release on ah, oh, oo, eh, ee.   
 

• Keep the sound smooth as you roll up and test your ability to control the sound 
and movement at the same time.  

 
• Keep the sound going until you reach past your toes.  

 
• When you feel as though you have run out of air, roll back down as you 

recover the breath. The control of the inward breath is just as important as the 
outward breath. 

 
• Lie on the ground, release on the same sounds and notice any changes 

throughout the body.  
 
Range 
 

• Take a deep breath low into the body as you lie down.  
 
• Release on a low note (using either open vowel sound ah, oh, oo, eh, ee) and 

gradually raise the pitch as you roll up. 
 
 

• Keep the rise in pitch smooth and test your ability to control the sound and 
movement at the same time.  
 

• Keep the sound going until you reach past your toes. By this stage, you should 
have comfortably reached your highest note, without straining your voice.  

 
• When you feel as though you have run out of air, roll back down as you 

recover the breath. The control of the inward breath is just as important as the 
outward breath. 

 
• Lie on the ground and release an open vowel, moving from high to low. 

Observe any vibrations in the body.  
 

• Now try the opposite and see how it feels, starting off high, rolling up as you 
lower the pitch.  
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• Lie on the ground and make those same observations.  

 
Observations 
 

• What sensations are felt through the body when releasing on a high pitch?  
 
• What sensations are felt through the body when releasing on a low pitch?  

 
• Do you feel any shifts in vibration when moving from high to low?  

 
Explorations 
 
There is nothing wrong with experimenting with the work as long as it is safe and 
does not cause any physical and vocal harm. One variation in this exercise is doing 
the complete opposite to what was demonstrated: 
 

• Inhale as you roll up.  
 
• Exhale, sigh, or release on sound as you roll down, controlling the breath and 

voice as you do so.  
 
Or 
 

• Roll up as originally demonstrated, releasing on sound. 
 
• As you reach past your toes, pause, recover the breath (inhale), and release on 

sound as you roll back down.  
 
Notice how these changes affect the vibrations, physical sensation, and the meaning 
behind the sound.  
 
Appendix 2.6 Roll Over 
 

       
 
   Step 1      Step 2 
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      Step 3 
 
This exercise is the most challenging of the rolls, and you may want to attempt it after 
practicing the Forward Roll and the Roll Up. The final pose shown in Step 3 is similar 
to a Half Plough position, but if you are very flexible, you can take it even further and 
let your toes touch the ground. If you decide to do this, your throat and torso would 
become quite restricted, so it’s recommended that you only go half way indicated in 
Step 3. This is why there are points of recovery occurring throughout. Control is 
crucial when performing this exercise. When lifting the legs up or down, you need to 
have full focus and control so you perform the move smoothly. Have full 
concentration for each movement practiced.      
 
Step 1 
 
Body 
 

• Lie flat on the floor and let your arms and legs rest, let them be straight but not 
tense.  

 
• Keep the jaw relaxed and inhale and exhale through the mouth.  

 
 
Step 2 and Step 3 
 

• Inhale slowly while raising legs upward and over until the legs are parallel 
with the floor. 

 
• You can put the weight of your hips in your hands by holding on to your hips 

by propping your arms at the elbows (not pictured). It is recommended you do 
this, as the belly would be free. The image shows Chris with his arms straight 
down on the floor, which means you need some core stability. After a while, 
you can release the arms and allow your stabilising muscles to keep you 
balanced. 

 
• Inhale slowly and begin rolling downward with both legs straight until the 

spine  
touches the floor.  

 
Voice and breath 
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• Roll your legs up until you are in the position indicated in Step 3, hold, and 

with your jaw dropped, send a yawn through the body, with a focus on the 
lower back.  

 
• Keep the throat open and wide. 

 
• Sigh out on breath.  

 
• Send the breath to the deepest part of the body. 

 
Point of recovery 
 

• Roll back down and rest. Recover the breath.  
 

• You will notice that your neck may be tight or constricted, so do not apply any 
unnecessary neck tension. Allow the breath to move the lower back. Stay 
focused. 

 
Observations 

 
• How do you feel overall? 
 
• Where do you feel movement as you breathe?  

 
• Do you feel that the breath has dropped deeper in the body?  

 
• Do you feel more muscular response? 

 
Sigh 
 

• Roll your legs up until you are in the position indicated in Step 3, hold, and 
with your jaw dropped, send a yawn through the body, with a focus on the 
lower back.  

 
• Locate your natural pitch on a voiced but unforced sigh: ‘huh’.  

 
• Now sustain that sigh on to a long ‘huh’.  

 
• Start on a ‘ng’ then open it up into an ‘ah’ sound half way. 

 
• Sigh with relief, close the lips and feel the vibrations on the lips when as you 

hum. Open, close, open, close etc (muh - muh - muh). The vowel must be 
instigated from the sigh.  

 
• Open the lips as you retain the focused, voiced, sigh sound.  

 
Observations 
 



 
 

 
 

43 

• Where does your body vibrate when you open and close your mouth?  
 
Point of recovery 
 

• Roll down, lie flat, relax and go back to your natural breathing pattern.  
 
• Repeat the series of sighing exercises while lying flat on the floor.  

 
Observations 
 

• How do you feel overall? 
 
• Where do you feel movement as you breathe?  

 
• Do you feel that the breath has dropped deeper in the body?  

 
• Do you feel more muscular response? 

 
• Do you feel more awareness in the entire back area? 

 
• At this point, you may want to stand up. Observe the movement and the 

awareness in the back. Vibrations may respond more easily in that area. 
 
Sound, articulation and expression 
 

• Roll your legs up until you are in the position indicated in Step 3. Hold. 
 

• With your jaw dropped, send a yawn through the body, with a focus on the 
lower back.  

 
• Tune in to the centre and sigh a hum from there into your head (Sliding up the 

scale). Go as high you can without straining the larynx and throat.  
 
 

• ‘mmmmmmmm’ on the lips, sigh of relief underneath.  
 
• If you feel vibrations on the lips, you are relaxed and in control, you are not 

letting the abdominal muscles get in the way of the rest of the body.  
 

• Let the breath have its own life without being pushed till you are empty.  
 

• Sigh out on an unforced sigh that is full of vibration, to locate the inner most 
resonant sound, then immediately sigh out on some text or thoughts.  

 
• Release on a ‘ng’ sound, then open it up to an ‘ah’ sound.  

 
• Release on a ‘ng’ sound, then open it up on some text. 

 
Point of recovery 
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• Roll down, lie flat, relax and go back to your natural breathing pattern.  
 
• Repeat the series of sighing exercises while lying flat on the floor.  

 
Observations 
 

• How do you feel overall? 
 
• Where do you feel movement as you breathe?  

 
• Do you feel that the breath has dropped deeper in the body?  

 
• Do you feel more muscular response? 

 
• Do you feel more awareness in the entire back area? 

 
Voice and physical control 
 
This exercise requires you to have a sense of physical and vocal control because you 
vocalise while bringing the legs down. A lot of core energy and control is needed for 
this strong move and if you are not used to performing these strong moves, you’ll find 
that your body may tremor during the most difficult part of the action. Instead of 
denying the tremor, feel free to vocalise throughout it as you may find it very 
liberating. As you get used to the move, and your muscles get stronger, the tremor 
will disappear and the sound will become smother. Each time you practice this, try to 
have more control and be precise with each move and the sound you produce. 
Remember to always listen to your body.  
 

• Roll your legs up until you are in the position indicated in Step 3, hold, and 
with your jaw dropped, send a yawn through the body, focusing on the lower 
back.  

 
• Sigh out on an open ‘huh’ as you roll the legs down so they end up flat on the 

floor. Try to make the sound as smooth as possible.  
 

• Go with the tremor if you feel it, try not to hold back or deny it.  
 

• Repeat the same sigh and observe any changes when your legs are flat on the 
floor. 

 
• Roll the legs back up again and bring them down as you release on an open 

‘ah’ sound. If your legs tremor as you bring them down, that’s fine, work with 
it. Try to keep the sound as smooth as possible – what you are after is physical 
and vocal precision and control. 

 
• Rest and recover the breath when you are lying flat, and repeat that same ‘ah’ 

sound. Notice any changes.  
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• Roll the legs back up again and as you roll them back down, release on some 
text, taking note of intention, emotion and meaning. Sometimes the 
challenging action can make the emotion or meaning seem urgent, direct, or 
even hysterical. The idea is to explore this and see how the move affects the 
voice. Also, see if you can contradict the physical action, and make the voice 
sound smooth and unaffected while performing a difficult move. 

  
• When you are lying flat on the floor, repeat the same line of text and notice 

any changes.  
 
Appendix 2.7 Rolling Like a Ball 
 

 
 
 
This is a great freeing exercise that massages the spine and liberates the voice. Sit on 
the mat and clasp your hands on your knees or your shins, depending on how flexible 
you are. Relax your shoulders and widen the back, engage your abdominal area, 
imagine a string pulling your belly button to your back, and make a curve of your 
spine, so your body looks like a ‘C’. Lift your feet off the mat and balance on your sit 
bones. Gently engage your abdominals and roll back as you inhale. Don’t roll too far 
back into the neck, just go as far as the shoulders. Exhale as you return upright, keep 
your balance and try not to loose your form – stay curved. As you come back up, try 
not to let the feet touch the mat. Now, repeat this exercise using voice. Release on 
some sighs, some open vowel sounds, and any other sounds as long as your throat is 
open and your jaw is relaxed. Explore range and some calls like ‘hey’, ‘hee’, and ‘ha’. 
Release on some text as well.  
 
Note: Warm ups and stretches are important when doing these exercises, however, 
some are not included in this Appendix. They are found in the complete Voice and the 
Core volume. 
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Appendix 3 Selections from John Nobbs and Jacquie Carroll 
interview, January 30, 2010 
 
RL: In that position [Sitting Statues], you’re placing a lot of emphasis and a lot of 
pressure and power on the whole core of the body, which in a sense, is a contradiction 
as all that area needs to be free and open. But then those statues produce a lot of 
physical and vocal power. 
 
JN: Well I think that the other thing is about training at a certain level, so when you 
come back to a performance you – I don’t want to say you’re cruising – but you’re 
training at a much harder level than in performance. That’s not Suzuki, that’s a 
different attitude. He probably asks his actors to do as much in performance as he 
does in his training, but that’s his choice.  In terms of our choice, the training is a 
preparation for performing in the same way as a footballer trains in preparation for 
playing football.  They probably train a lot harder in football than they would in the 
match, in the match itself they wouldn’t do as much running and things like that. Once 
again, they’re taking themselves on an energy limit or an energy plateau, and a lot of 
the physical requirements, and the physical vigour of he training, is about getting 
yourself to an energy plateau which is how you’re experiencing what you’re doing. 
And that’s also preparing you for this existential challenge of actually performing in 
front of an audience because it’s all very good to say ‘be relaxed’, but stand in front of 
500 or 600 people who are all staring at you waiting for you to do something and be 
relaxed, well, tell me something, it’s a challenge to anybody’s language. Well you 
might say that about the fourth wall principal, pretend they’re not there, well, that’s 
pretty absurd really because they are there! Do you know what I’m saying? They are 
there! It’s a weird sort of premise, to do your performance in a massive denial –  
 
 
RL: What to you is a centred voice? How do you know when a voice is centred? 
 
JN: It’s actually when you hear the same sort of things that you see an actor’s centred 
physically. You’re looking at the entire body, you see the voice manifest through the 
entire body rather than an aberration or a high voice.  
 
JC: Put it this way, when it’s not there, you know.  But when it’s there, you just 
accept it.  
 
JN: It’s like when you’re teaching Tenteketen, you see something that’s adequate to 
Tenteketen, you’re watching their entire body, not the legs, not the hands, or the 
extremities of the entire body. I mean there are other things I suppose, I think. I said 
this to Ben the other day for the first time – he’s been doing it for 12 months, once a 
month for 12 months – and I suddenly realised, I said ‘Ben, you sounded like 
yourself, but you also sounded like something else’, he sounded like this other thing.  
So Ben had a very defined sense of who he was, but what I heard him, there was this 
other thing happening. So maybe that’s an answer to that question – I don’t know. I 
guess when you’re listening; you should not get a sense of tension anywhere. That’s 
part of it. If I see people ‘tooth pasting’ ‘O, splendour of sunburst…’ (Tightening 
throat), I can see and feel the energy up here (the throat). The whole voice should be 
full, should obviously be relaxed, and resonant. I guess I should not see any tension 
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and I should not hear the result of seeing that tension because you can actually see 
that tension in the body if it’s in the voice.  
 
JC: What I was saying about [Kayoko] Shiraishi1, she’s so…(produces a grounded, 
deep, guttural sound) not…(produced a strained sound). 
 
JN: It’s the difference between intensity and tension, I think. We’re talking about 
intensity, not tension. You have to have strength, or power, with softness. When we’re 
training, we urge people to think that whilst it may seem as though your voice is 
coming out, I’m thinking of it going in, so what I do something like ‘O, splendour of 
sunburst…’ (Powerfully) I’m thinking of the voice going into me, I’m not thinking 
out at all. I’m completely inverting the accepted notion of what the voice is, as 
opposed to ‘O, splendour of sunburst…’ (Yelling outward) that’s going out. It’s quite 
a different thing. I’m thinking that, and using the amazing energy plateau created by 
the vigour and violence of the sound to make that my place of feeling myself more. 
 
RL: And it’s a balance here between the conscious and unconscious, about having the 
conscious working together.   
 
JN: Especially having the conscious mind as a witness, as a third person witness 
rather than an occupier. So you can say that the conscious has been shifted to the side 
so it’s no longer between you and your self, if you like, and the experience. The 
unconscious is participating in that sort of circular argument, and the conscious mind 
is off to one side, obviously witnessing and I guess you can say forming a cataloguing 
operation. But we try and make sure that the conscious mind will only catalogue after 
the event, and not in the event because the act of the conscious mind cataloguing 
during the event corrupts the event.  
 
JC: Absolutely. And the other thing with the voice, is that the actor –  
 
JN: Must fill the voice with the body. 
 
JC:  Actors are obsessed with the words; they should be more concerned with the 
sound, and the source of the sound. 
 
JN: And the feeling.   
 
JC:  If you’re thinking ‘O, splendour of sunburst breaking forth this day...’ 
(Melodically, stressing the words) I’m more concerned with the words. Its just 
elocution, and its tedious, and it’s ugly. It’s not anything. 
 
JN: It’s not performative.  
 
 
1. b.1941, Japanese actress who was Tadashi Suzuki’s star performer. 
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Appendix 4 Stage 1 Exercise table 
 
 

 
 
 
 
 
 
 

 

 

THEME AREA 

 

EXERCISES 

 

SOURCES / INFLUENCES 

 

SESSION AND DATE 

 

 

Dead Body/Voice 

 

• The Squat 

 

• Cheryl Heazlewood 

 

Session A  

July 16  

 

Inner World 

• Vocal Terrain (originally 

‘Inner Vocal Terrain) 

• Body/Breath/Voice 

continuum (originally 

‘Cracking Stones’) 

• Ephia (Djalma Primordial 

Science) 

 

Session A  

July 16 

 

Imagery 

External Imagery 

• External Imagery 1 (Vocal 

Reaction) 

• External imagery 2 

(improvisations on an 

Image) 

• Environment, Imagery and 

the Voice (blindfolded) 

• Running Through Hot 

Coals 

 

Internal Imagery 

• Sound of the Unconscious 

• Emotions (laughter and 

crying) 

• Containment of an Internal 

Image Within the Body 

 

• Hijikata / Original 

 

• Heazlewood / Original 

 

 

• Heazlewood / Original 

 

 

• Heazlewood / Original 

 

 

 

• Original 

 

• Heazlewood  / Original 

 

• Heazlewood / Hijikata / 

Butoh general concept 

Session B  

August 27  

 

Space Between 

Transformations 

• Sound Transitions 

• Sound Transitions and the 

Internal Image 

 

Masks and Contradictions 

• The Mask and 

Contradicting Sounds 

• Mask, Voice, 

Contradictions and the 

Whole Body 

 

• Original 

• Lori Ohtani / Akaji Maro / 

Original 

 

 

• Heazlewood / Aristotle / 

Original 

 

 

• Heazlewood / Aristotle / 

Original 

 

Session B  

August 27 

 

All theme areas 

All exercises in consecutive 

order 

 Session C 

Complete Theme 

Workshop  

November 26  
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Appendix 5 Stage 1 Questionnaires 
 
Appendix 5.1 Tim Moss questionnaire 
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Appendix 5.2 Nicole Dobson questionnaire 
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Appendix 5.3 Shannon Klekociuk questionnaire 
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Appendix 5.4 Nicole Jobson questionnaire 
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Appendix 6 Stage 1 outcomes 
 
Session A: July 16 (Dead Body/Voice, Inner Worlds), Session B: August 27 (Imagery, 
Space Between), Session C: November 26 (complete theme workshop). 
 
1. Did today’s discipline complement previous physical and vocal work and in what 
way? 
 
Name   Summarised Result    Simplified Result 
Tim Moss:   Purity, unconscious shaping.    N/A 
Chris Rattray:   Switch off mind is liberating.     N/A 
Luke Warn:   Expansion on previous work.     Yes 
Nicole Dobson:  Foundations with high degree of experimentation. No 
Nicole Jobson:  Complemented because of connection and impulse. Yes  
Rhys Martin:   Complemented on an awareness level.  Yes 
Shannon Klekociuk:  Freedom, not about technique.   No 
     
          Yes: 3 
          No: 2 
          N/A: 2 
 
2.1 Through today’s workshop point of focus, did you discover any changes in: 
Kinesthetic awareness 
 
Name    Summarised Result     Simplified 
Result 
Tim Moss:   Body/breath/voice – continuum  

solidified kinesthetic awareness       Yes 
Chris Rattray:   Relaxing and musculature    N/A 
Luke Warn:   Awareness of physical placement   Yes 
Nicole Dobson:  Action Re-Action, subtleties of movement  Yes 
Nicole Jobson:  Awareness of space above and around.  Yes 
Rhys Martin:   Organicism in awareness while maintaining   

cerebral connection.      Yes 
Shannon Klekociuk:  Heightened focus of pain    N/A 
 
          Yes: 5 
          No: 0 
          N/A: 2 
 
2.2 Through today’s workshop point of focus, did you discover any changes in: the 
way your voice was produced 
 
Name    Summarised Result             Simplified 
Result 
Tim Moss:   Loss of vocal control                Yes 
  
Chris Rattray:   ‘Not quite’ (Workshop 1 Rattray)   No 
Luke Warn:   Connection to abdomen as a result of  

empty mind and body         Yes 
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Nicole Dobson:  Needed to touch base with movement  
again to have a vocal awareness      No 

Nicole Jobson:  Raw vocal quality, voice endorsing  
physical discomfort.         Yes 

Rhys Martin:   Generated from inner core.         Yes 
Shannon Klekociuk:  Vowels generated from pain.       Yes 
 
             Yes: 5 
             No: 2 
             N/A: 0 
 
2.3 Through today’s workshop point of focus, did you discover any changes in: 
connectedness between your emotional state and the sound produced 
 
Name    Summarised Result     Simplified 
Result 
Tim Moss:  Yes             Yes 
  
Chris Rattray:   Did not feel emotional.          No 
Luke Warn:   New place of feeling in the gut.           Yes 
Nicole Dobson:  No, only calmness             No 
Nicole Jobson:  No, only when text was introduced         No 
Rhys Martin:   Yes.               Yes 
Shannon Klekociuk:  Yes.               Yes 
 
                 Yes: 4 
                 No: 3 
                 N/A: 0 
 
2.4 Through today’s workshop point of focus, did you discover any changes in: The 
shift between the polarities of: beauty/ugly, illogical/logic, light/dark, heavy/light, 
rough/smooth, fluid/liquid 
 
Name    Summarised Result     Simplified 
Result  
Tim Moss:   No           No 
Chris Rattray:   Fluid/rigid [stresses on body]        N/A 
Luke Warn:   Yes – easy to switch         Yes 
Nicole Dobson:  No           No 
Nicole Jobson:  No           No 
Rhys Martin:   No           No 
Shannon Klekociuk:   No           No 
 
              Yes: 1 
              No: 5 
              N/A: 1 
 
3. Could you describe experiences of internal contradictions or dichotomies as a 
result of [the workshops] focus? 
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Name    Summarised Result     Simplified 
Result  
Tim Moss:   N/A              N/A 
   
Chris Rattray:   Painful memories, feelings of loss              Yes 
Luke Warn:   Yes. [phys. And emotionally relaxed,  

but sounds of pain and            
torment] Contradictions.            Yes 

Nicole Dobson:  Yes – mind/body split.             Yes 
Nicole Jobson:  Yes – irony. Emptiness.           Yes 
Rhys Martin:   Yes Dead Body/Voice.           Yes 
Shannon Klekociuk:   No.                  No 
 
                 Yes: 6 
                 No: 1 
                 N/A: 1 
 
FINAL RESULTS 
 
1. Which exercise allowed you to peel away the social, habitual voice and body the 
most, and to what extent? 
 
 
Tim Moss: 
 
Circle each from 1 – 10: 1 being least effective, 10 being extremely effective  
 
Dead Body/Voice 1     2     3     4     5     6     7     8     9      10 
Inner World 1     2 3     4     5     6     7     8     9     10 
Imagery  1     2     3      4     5     6     7     8     9     10 
Space Between 1     2     3     4     5     6     7     8     9      10 

 
Comment: 
 
 
Nicole Dobson: 
 
Circle each from 1 – 10: 1 being least effective, 10 being extremely effective 
 
Dead Body/Voice 1     2     3     4     5     6     7     8     9     10 
Inner World 1     2 3     4     5     6     7     8     9      10 
Imagery  1     2     3     4     5      6     7     8     9     10 
Space Between 1     2     3     4     5     6     7     8      9     10 

 
Comment: 
 
 
Nicole Jobson: 
 
Circle each from 1 – 10: 1 being least effective, 10 being extremely effective 
 
Dead Body/Voice 1     2     3     4     5      6     7     8     9     10 
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Inner World 1     2 3     4     5     6     7     8     9      10 
Imagery  1     2     3     4     5      6     7     8     9     10 
Space Between 1     2     3     4     5     6     7     8     9      10 

 
Comment: 
Space Between and physical response to external elements (e.g., architecture) were most effective in 
responding truly, physically and without fighting the mind.  
 
 
Rhys Martin: 
 
Circle each from 1 – 10: 1 being least effective, 10 being extremely effective 
 
Dead Body/Voice 1     2     3     4     5      6     7     8     9     10 
Inner World 1     2 3     4     5      6     7     8     9     10 
Imagery  1     2     3     4     5     6     7     8     9      10 
Space Between 1     2     3     4     5     6     7     8     9     10 

 
Comment: 
I found the last two to be the most difficult, yet the most enjoyable (and the most effective) in terms of 
experiencing the middle ground between polarities etc.  
 
Theme Area Score Rank 
Dead Body/Voice 27 3 
Inner World 29 2 
Imagery 22 4 
Space Between 35 1 
 
2. Which exercise allowed you to vocalise/perform in an ‘empty state’, and to what 
extent? 
 
 
Tim Moss: 
 
Circle each from 1 – 10: 1 being least effective, 10 being extremely effective 
 
Dead Body/Voice 1     2     3     4     5     6     7     8     9     10 
Inner World 1     2 3     4     5     6     7     8     9     10 
Imagery  1     2     3     4     5     6     7     8     9     10 
Space Between 1     2     3     4     5     6     7     8     9     10 

 
Comment: 
    
  
Nicole Dobson: 
 
Circle each from 1 – 10: 1 being least effective, 10 being extremely effective 
 
Dead Body/Voice 1     2     3     4     5     6     7     8     9     10 
Inner World 1     2 3     4     5     6     7     8     9     10 
Imagery  1     2     3     4     5     6     7     8     9     10 
Space Between 1     2     3     4     5     6     7     8     9     10 

 
Comment: 
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Nicole Jobson: 
 
Circle each from 1 – 10: 1 being least effective, 10 being extremely effective 
 
Dead Body/Voice 1     2     3     4     5     6     7     8     9     10 
Inner World 1     2 3     4     5     6     7     8     9     10 
Imagery  1     2     3     4     5     6     7     8     9     10 
Space Between 1     2     3     4     5     6     7     8     9     10 

 
Comment: 
Physical/vocal terrain was the closest I came – but I don’t think I ever fully achieved ‘empty state’.  
 
 
Rhys Martin: 
 
Circle each from 1 – 10: 1 being least effective, 10 being extremely effective 
 
Dead Body/Voice 1     2     3     4     5     6     7     8     9     10 
Inner World 1     2 3     4     5     6     7     8     9     10 
Imagery  1     2     3     4     5     6    7     8     9     10 
Space Between 1     2     3     4     5     6     7     8     9     10 

 
Comment: 
In ‘Space Between’, it was the most difficult, yet I found that I had the most gain/and/or improvement.  
 
Theme Area  Score Rank 
Dead Body/Voice 31 1 
Inner World  29 2 
Imagery 19 3 
Space Between 31 1 
 
3. Which exercises allowed you to vocalise/perform from an ‘inner place’. Or a ‘dark, 
unexplored place’, and to what extent? 
 
 
Tim Moss: 
 
Circle each from 1 – 10: 1 being least effective, 10 being extremely effective 
 
Dead Body/Voice 1     2     3     4     5     6     7     8     9     10 
Inner World 1     2 3     4     5     6     7     8     9     10 
Imagery  1     2     3     4     5     6     7     8     9     10 
Space Between 1     2     3     4     5     6     7     8     9     10 

 
Comment: 
 
 
Nicole Dobson 
 
Circle each from 1 – 10: 1 being least effective, 10 being extremely effective 
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Dead Body/Voice 1     2     3     4     5     6     7     8     9     10 
Inner World 1     2 3     4     5     6     7     8     9     10 
Imagery  1     2     3     4     5     6     7     8     9     10 
Space Between 1     2     3     4     5     6     7     8     9     10 

 
Comment: 
 
 
Nicole Jobson: 
 
Circle each from 1 – 10: 1 being least effective, 10 being extremely effective 
 
Dead Body/Voice 1     2     3     4     5     6     7     8     9     10 
Inner World 1     2 3     4     5     6    7     8     9     10 
Imagery  1     2     3     4     5     6     7     8     9     10 
Space Between 1     2     3     4     5     6     7     8     9     10 

 
Comment: 
It was the beginning of the exploration – however I feel like I need to go further.  
 
 
Rhys martin: 
 
Circle each from 1 – 10: 1 being least effective, 10 being extremely effective 
 
Dead Body/Voice 1     2     3     4     5     6     7     8     9     10 
Inner World 1     2 3     4     5     6     7    8     9     10 
Imagery  1     2     3     4     5     6     7     8     9     10 
Space Between 1     2     3     4     5     6     7     8     9     10 

 
Comment: 
 
MOST EFFECTIVE THEME 
 
Theme Area Score Rank 
Dead Body/Voice 27 3 
Inner World 28 2 
Imagery 21 4 
Space Between 29 1 
 
LEAST EFFECTIVE THEME 
 
Least Effective Theme Score 
Dead Body/Voice 1 
Inner World 0 
Imagery 2 
Space Between 0 
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Appendix 7 Stage 2 performer texts 
 
Appendix 7.1 Chris Jackson: Gilgamesh 
 
 

 
 
 
 
 

'~ '
Chris Jackson: Gilgamesh, Anon., translated by Maureen Gallery Kovacs 

He who has seen everything, I will make known (?)to the lands. 

I will teach (?) about him who experienced all things ... alike, 

and built the wall of Uruk-Haven, 

the wall of the sacred Eanna Temple, the holy sanctuary. 

Look at its wall which gleams like copperl,?), 

inspect its inner wall, the likes of which no one can equal! 

Take hold of the threshold stone--it dates from ancient times! 

Go close to the Eanna Temple, the residence of lshtar, 

such as no later king or man ever equaled! 

Go up on the wall of Uruk and walk around, 

examine its foundation, inspect its brickwork thoroughly. 

Is not (even the core of) the brick structure made of kiln-fired brick, 

and did not the Seven Sages themselves lay out its plans? 

One league city, one league palm gardens, one league lowlands, the open 

area(?) of the lshtar Temple, three leagues and the open area(?) of Uruk it 

(the wall) encloses. 
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Appendix 7.2 Laura Bishop: Birdbath 
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Laura Bishop: Birdbath, by Andrew Peek 

~ 1 do-rl{ C.c> 1 c) '--------;-Already the water 
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in its shallow rim ~ 
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~ local god's in residence, • ..., . 

J genius, spirit of place, 

l oblation in sunny terracotta, 

glazed deep blue 

( }---\ t· where the water waits 

<::---.., on a summer's day: 

~ to give itself up. 
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Appendix 8 Stage 2 outcomes 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Dominant combined element in a theme 
Dominant overall theme (Imagery) 
Dominant element in a theme 
Dominant BodyNoice combination in a theme (Imagery) 
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Appendix 9 White Dark performance script excerpts 
 
Appendix 9.1 White Dark excerpt 1 
 
Her words…circling like vultures. I can feel it trickling out, rushing over my arms. 
But I can’t see my arms. It’s like… what it would feel like if the most beautiful 
waterfall you have ever seen was gushing out over the edge of your mortality. No. It’s 
like the prickly feeling, when you start getting a shiver. Not the shiver itself, just the 
prequel, the crescendo to forte, the plot exposition. The anticipated ecstasy.  The split 
second before the shiver and your whole body tenses, relaxes completely and utterly 
limp then tenses over again and you scream but all that comes out is a restrained 
whimper then… AHHHHHHHH! Ow! Ow! MMmm! NO! yes…  he he… Yes. YES! 
NO! no…. 
 
Appendix 9.2 White Dark excerpt 2 
 
She continues to speak… 
 
‘Dissipate.  
 
Nothing… 
 
Only… 
 
White? Black?! GONE!  
 
WHERE IS YOUR LIFE?! 
 
CAN YOU FEEL ANYTHING’ 
 
no… 
 
there is nothing there to feel…. 
 
‘…where is my life?…’ 
 
She says… 
 
‘….it is here. 
 
          ...here.’ 
 
Appendix 9.3 White Dark excerpt 3 
 
I understand what she was ‘wailing’ about on that jetty. It’s true, isn’t it? That we 
always look beyond this moment, this time, and this place to find the meaning 
of…whatever…but it’s right under your noses! There is a big fat elephant in your 
lounge room and you didn’t even know. The light is there. The bright elephant in the 
darkness.  
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Have you ever felt that way before? You must have…when you were very small. You 
must have seen the elephant there. Somewhere…You know the feeling when you 
don’t know whether the memory was real or just imagined.  
 
Have you ever felt trapped in that memory? A memory of strong pain? 
 
After moments of silence, she speaks again, it is explained… 
 
Appendix 9.4 White Dark excerpt 4 
 
One cannot understand the true meaning of happiness if one is in a constant state of 
depression. We have all been through these states.  
 
Sometimes we want to bury our heads into the darkness and refuse to see any light.  
 
Gaia may have lifted all our heads from the dark…Some choose to stay there…  
 
Appendix 9.5 White Dark excerpt 5 
 
The bowl that has been on your head is taken off and brought out forward with in it, 
all the experience in it and in your hands. You and it are left in the darkness.  
 
Appendix 9.6 White Dark excerpt 6 
 
Life is filled with ups and downs, light and darkness, until you go back to the 
nothingness from which you came…darkness.  
 
Sometimes light and darkness can be referred to the mind, body and soul.  
 
Sometimes the line between light and dark gets blurred… 
 
Appendix 9.7 White Dark excerpt 7 
 
Black. I can’t see! Hot sand! Blisters! 
 
Light. I can see! Lucia!! 
 
Have you felt that way before?  
 
Appendix 9.8 White Dark excerpt 8 
 
Once upon a while, there was a renaissance man who lived between something 
something and something something. A long time ago. Long before words were 
written as we know it. He wrote about something that we know today as something, 
but not anything. He put ink – not the ink we know today as we know it – to paper – 
not the paper as we know it today – and wrote about the blackness of our souls and 
that the blackness was contagious. You know the black plague? 
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Appendix 9.9 White Dark excerpt 9 
 
SSSSHHHH….  
 
Let there be light! 
 
Let there be darkness! 
 
What came first, the light or darkness? Maybe it’s the same thing.  
 
What is ‘light’? What is ‘dark’? What is the difference between ‘black’ and ‘white’ – 
or ‘white’ and ‘black’? First of all, what is ‘light’? Have you ever seen light? Do you 
know what light looks like? Do you know what light feels like? Have you ever felt 
light? How do you know it is ‘light’? 
 
Have you ever seen ‘darkness’? Do you know what ‘darkness’ looks like? Do you 
know what ‘darkness’ feels like? Have you ever felt ‘darkness’? 
 
Have you ever been there? In the light, or in the darkness? Or perhaps gone through 
the journey of dark to light.  
 

Awaken from the space. 
 

Daffodil bulb sending out roots cracks the surface. It vents gas – stem grows 
out of its mouth and the flower is the tongue.  

 
Winter is making it go back into a bulb. 

 
Feet are heavy, they’re made of lead. A string pulls the body to the sky. 

 
The string snaps. 

 
Appendix 9.10 White Dark excerpt 10 
 
When someone is trapped in a dead mouth, 
All they can see is the decaying walls. 
The cave is safe, the cave knows all…it does. 
You of all people have been living in it. 

 
Can you see the light at the other end? 
So much darkness. It feels better not to… 
Not to see anything. 
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Appendix 10 Dr Faustus performance script excerpts 
 
Appendix 10.1 Faustus deed from Scene 4 
 
INTERNAL IMAGERY: When FAUSTUS reads his deed, all experience flesh eating 
ants, which at first feel like agony. The image is expressed through voice and body. 
 
 [Reads, walking in the shape of a pyramid]  
 
FAUSTUS. ON THESE CONDITIONS FOLLOWING.   
FIRST, THAT FAUSTUS MAY BE A SPIRIT IN FORM AND SUBSTANCE.   
SECONDLY, THAT MEPHISTOPHILIS SHALL BE HIS SERVANT, AND AT 
HIS COMMAND.   
THIRDLY, THAT MEPHISTOPHILIS SHALL DO FOR HIM,  AND BRING HIM 
WHATSOEVER HE DESIRES.   
FOURTHLY, THAT HE SHALL BE IN HIS CHAMBER OR HOUSE INVISIBLE.   
LASTLY, THAT HE SHALL APPEAR TO THE SAID JOHN FAUSTUS, AT ALL 
TIMES, IN WHAT FORM OR SHAPE SOEVER HE PLEASE.   
 
INTERNAL IMAGERY: The ants have eaten through their bodies, agony turns to 
ecstasy as the body is left empty. The image is expressed through voice and body. 
 

[Neutrally, empty, back to audience]  
 

I, JOHN FAUSTUS, OF WERTENBERG, DOCTOR, BY 
THESE PRESENTS, DO GIVE BOTH BODY AND SOUL TO LUCIFER PRINCE 
OF THE EAST, AND HIS MINISTER MEPHISTOPHILIS; AND FURTHERMORE 
GRANT 
UNTO THEM, THAT, TWENTY-FOUR YEARS BEING EXPIRED, THE 
ARTICLES ABOVE-WRITTEN INVIOLATE, FULL POWER TO FETCH OR 
CARRY THE SAID JOHN FAUSTUS, BODY AND SOUL, FLESH, BLOOD, OR 
GOODS, INTO THEIR HABITATION WHERESOEVER.   
BY ME, JOHN FAUSTUS. 
 
Appendix 10.2 Scene 5, Lucifer and Faustus 
 

Enter LUCIFER, singing, not necessarily in tune or to a specific melody. 
Exploring highs and lows, sweeping through range, improvising. 

 
EXTERNAL IMAGERY: Others on stage feel extreme heat and express it through 
body and voice when LUCIFER is on stage. 
 
LUCIFER. Christ cannot save thy soul, for he is just: 
There's none but I have interest in the same. 
 
FAUSTUS. O, who art thou that look'st so terrible? 
 
LUCIFER. I am Lucifer, 
And this is my companion-prince in hell. 
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FAUSTUS. O, Faustus, they are come to fetch away thy soul! 
 
LUCIFER. We come to tell thee thou dost injure us; 
Thou shouldst not think of God:  think of the devil. 
 
FAUSTUS. Nor will I henceforth:  pardon me in this, 
And Faustus vows never to look to heaven, 
Never to name God, or to pray to him, 
To burn his Scriptures, slay his ministers, 
And make my spirits pull his churches down. 
 
LUCIFER. Do so, and we will highly gratify thee.  Faustus, we are come from hell to 
show thee some pastime:  sit down, and thou shalt see all the Seven Deadly Sins 
appear in their proper shapes. 
 
Appendix 10.3 Character’s imagery 
 
Imagery consisted of ‘Primary’ qualities [breath and reactions to main actions], 
‘External imagery’, ‘Internal imagery’. 
 
LAURA BISHOP  
 
Good Angel Cold. High register, yearning up to the heavens Covetousness Voice   
and some text directly related to the words spoken in the text. Gluttony Voice and  
some text directly related to the words spoken in the text. Cardinal Image of Ice, but  
when Faustus draws near, it changes to extreme heat. First Friar Image of Ice, but  
when Faustus draws near, it changes to extreme heat. Frederick Conventional  
dialogue. Heightened use of language. 
 
JESSICA BROWNRIGG  
 
Evil Angel Imagery of fiery hell, lower guttural sounds, burning. Cornelius Playful,  
conventional dialogue, heightened use of language. Lucifer All dialogue sung  
(contradiction – as Lucifer’s intention is evil, singing is soft and ‘beautiful’) Wrath  
ALL sound. Raymond Image of Ice, but when Faustus draws near, it changes to  
extreme heat. Second Friar Image of Ice, but when Faustus draws near, it changes to  
extreme heat. Benvolio Conventional dialogue. Heightened use of language.  

 
NICOLE DOBSON  
 
Wagner‘Bopping’ voice and body – imagery of jack-in-the-box. Lechery Voice and  
some text directly related to the words spoken in the text. Pride Voice and some text  
directly related to the words spoken in the text. Pope Image of Ice (Heaven, opposite  
to Hell, therefore cold)  but when Faustus draws near, it changes to extreme heat.  
Emperor Conventional dialogue. Heightened use of language. Flighty, excited  
dialogue. Carter Image of rolling – therefore rolling dialogue which has pinnacles  
and low points, like riding on a horse. Second Scholar Deep resounding voice.  
Conventional dialogue style. 
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CHRIS JACKSON   
 
Doctor Faustus Wide variety of images depicting the confusion and contradiction of 
his character. Variety of voice, text and movement. Extreme use of vocal conventions.  

 
NICOLE JOBSON   
 
Mephostophilis Consistent imagery, a body resurrecting from hell, picking up pieces 
of flesh from the body. This effects the voice. No sound, text only. 
 
ANDREW PEEK  
 
Chorus Expressive movement and flexibility with the voice. Not as exaggerated in  
order to tell the story clearly – the everyman First Scholar Mixture of conventional  
text and sound (breath). Envy Voice and some text directly related to the words  
spoken in the text. Sloth Voice and some text directly related to the words spoken in  
the text. Horse-Courser Conventional dialogue, no extreme use of body/voice. Old  
Man Mixture of conventional text and sound (breath).  
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Appendix 11 Physical Crisis States  
 
Appendix 11.1 Lying, Sitting, Standing, Walking 
 
LYING 
Static Hold – upright  
Static Hold – facing down 
 
SITTING 
V-Pull 
Roll Up 
 
STANDING 
Neutral 
 
Horse-Ride* 

• Stand with your legs wide, about two hip widths apart. 
• Feet pointed forwards. 
• Keep the back straight, look forewords. 
• Arms by your sides, or on the belly to feel the breath.  
• Crisis points: legs, lower half of the body. 
• Vocal benefits: lowering the breath, centring the voice. 
• Physical benefits: stamina, strength, physical grounding. 

 
Sumo Stance* 

• Expand on the Horse-ride stance by stepping outwards another hip-width apart 
[3 hp widths total]. 

• Feet pointed slightly outwards.  
• Bend your torso slightly, keeping the back straight.  
• Hold and breathe.  
• Crisis points: legs, lower half of the body. 
• Vocal benefits: lowering the breath, back breathing, centring the voice. 
• Physical benefits: stamina, strength, physical grounding, focus and control. 

 
WALKING 
Hokohtai 
Tenteketen 
 
Bow – back* 

• Stand with your back straight on a wall.  
• Reach up with your hands and touch the wall above your head with your 

fingertips.  
• Bring your torso forward, while keeping your heels and fingers on the wall.  
• Move away from the wall and walk forewords, leading from the belly area.  
• Walk with your knees bent and arms behind your back, with bend torso. 
• Crisis points: torso, upper half of the body. 
• Vocal benefits: belly breathing. 
• Physical benefits: stamina, strength, physical grounding, focus and control. 
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Bow – front* 

• Stand with the front of your body on the wall. 
• Place your hands on the wall and step back, bending your torso forward.  
• Spring off the wall and move backwards and forwards throughout the space, 

keeping your back bent forward.  
• Lead from the lower back. 
• Crisis points: torso, upper half of the body. 
• Vocal benefits: lower back breathing. 
• Physical benefits: stamina, strength, physical grounding, focus and control. 

 
*New additions (2009) for the benefit of extending crisis to movement.  
 
Appendix 11.2 Devising Physical States of Crisis  
 
Voice Theatre Lab Training Stage 5, Session 5, June 14, 2009 
 
TASK DESCRIPTION 
Each participant (3 in total) were asked to take on board either sitting, moving or 
standing physical state and they were to devise an additional exercises. The vocal 
implications were discussed as well.  
 
DAN SPEED: Standing 
ANDREW PEEK: Walking 
CHRIS JACKSON: Sitting 
 
DAN SPEED 
PHYSICAL STATE: STANDING 
EXERCISE: CROUCH (BALANCE CRISIS) 
 
DESCRIPTION 

• Keep feet flat. 
• Wide stance, drop down, bring the heels inward a little bit.  
• Lower you ‘arse’ as close to floor as you possibly can. 
• Get into the position of almost falling backwards, but stop yourself. 
• Place your elbows on the onside of your knees, so you ‘lock yourself in’. 
• To create the crisis what I had imagined was that you are held to the ground by 

a heavy elastic. 
• Stay low with your back straight. 
• Look forward, and force yourself up but it always catches you and pulls you 

back down.  
• Force yourself up, and my idea, when you finally got up, bring yourself up on 

your toes, using your hands to keep you balanced, then pull your hands away 
off the floor. 

• Try to keep your head up and look forward. 
• You end up in a crouched position, balancing on your toes.  
• Use the sounds to communicate – do not touch.  
• This forces a kind of balance crisis.  
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• PAIRS (Andrew and Chris): Two people face each other, each representing a 
mirror. Each person tries to reach into that mirror using this method of balance 
crisis.  

 
In this exercise, participants were getting into the physical state and the results were 
quite affective, but the voice was strained – a result of the ‘forcing’ up. The throat 
needs to remain open and the vocal energy needs to come from the centre.  
 
ANDREW PEEK 
PHYSICAL STATE: WALKING 
EXERCISE: BLACK HOLE 
 
DESCRIPTION 
1) The sideways pull to the black hole; 2) The sound and lowering to the ground; 3) 
rising and walking bended knees; 4) Moment of understanding with sound and; 5) 
Drawn back to the black hole again.  

• There is a black hole in the middle of the room, something which has an 
enormous magnetic power. It draws the hips to the centre, making your torso 
lean to one side.  

• You hit a barrier when you reach the centre.   
• At that point you need to have a sound that comes out of nowhere. That will 

galvanize you. 
• You tear free and slowly crouch down. 
• You turn around and walk away from the black hole keeping your back 

straight, knees very bent and looking forward.  
• There is a moment of blazing understanding with sound.  
• Walking sideways back to the black hole. Repeat. On the final cycle, collapse 

into the black hole.  
• The pinnacle crisis point is the final slow collapse with sound.  
• PAIRS: Two [or more] people on opposite sides of the room. The black hole is 

in the middle of the room. The energy draws them in, then pulls them out 
again and so on.  

 
CHRIS JACKSON 
PHYSICAL STATE: SITTING 
EXERCISE: REVERSE V-PULL 
 
DESCRIPTION 

• Kneel on the floor. Keep your thighs and back straight.  
• Gently lean your torso back and keep your arms out by your sides without 

leaning back too far so that your buttocks/back doesn’t touch your feet.  
• You are free to gesture and move your arms throughout the space in front. 
• The idea is that your torso is leaning back to about a 45 degree angle.  
• GROUP: Sit in a circle and simultaneously lean back. Engage in breathing, 

voice and text exercises in this position, dialogue, or passing sounds.  
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Appendix 11.3 Sequencing 
 
The performer needs to know how to move in time and space and have an 
understanding of their physical and vocal relationship within that time and space. In 
addition to the performer having knowledge of these factors, they need to control their 
voices and bodies accordingly.  
 
What is performative – what does it mean? Some exercises are just that – ‘exercises’ 
that contain no performance elements; it’s like aerobics, however, they are very 
important, they prime the body and voice. Most of the time, we forget to carry on 
what we have learnt during certain exercises, we don’t apply them to what we are 
actually doing. After an exercise is finished, the performer leaves it at that, they’ve 
done the work - they may have gained something out of it, whether it be personal, 
technical or artistic, but they may have difficulty in linking what was learnt to the 
actual outcome: the performance. The next level is to take these exercises and make 
them performative to some degree.  
 
Sequencing works by:  
 

- linking stand alone exercises together to increase focus, explore range of 
movement and transitions 

- focusing on the important bits: the transitions rather than the final poses 
- combining physical and vocal control: speaking and moving at the same time 
- increase energy levels and allow the body and voice to be active, not passive 

 
These sequencing exercises are a combination of sitting, lying and rolling positions 
which are: sitting - V-Pull, Reverse V-Pull; lying - Reverse V-Pull, Static hold – 
Facing Up, Static Hold – facing Down, rolling -  Forward Roll, Roll Up. Moving 
actions are not explored because the purpose of the sequencing is to explore the idea 
of shifting from one still position to another in space and time. There is no problem in 
terms of moving into any of these positions from walking, as long as the performer is 
precise about the moves and follows their centre at all times. The idea is to be creative 
and do what works best for you.  
 
Any combination of moves can be explored. It is best for the director/leader to call out 
the positions so the performer knows where they are going. After a while, these 
positions become engrained in the body, so what the instruction is called to move, or a 
beat is heard, the performer instinctively knows to move on impulse to any position. 
For example, here is a sequence that may be explored: 
 
Start in a V-Pull position.  
3 beats - hold.  
3 beats – move into a Static Hold – Facing Down position.  
3 beats – hold. 
3 beats – move into a Reverse V-Pull position.  
3 beats – hold.  
3 beats – move into a Static Hold – Facing Down position.  
3 beats – hold. 
And so on, until the instructor calls out ‘speak’, in which you would speak your learnt 
text in that particular position.  
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The ‘beats’ may be literal, for example beating on a drum, or they may be imaginary 
‘imagine 3 beats of a drum’, or ‘3 counts to the movement or holds’. It’s important to 
savor those 3 beats as you move into position, and on the third count you must be in 
that position. The critical aspect is how you get there, not where you arrive. If you do 
not completely end up in that position, remain still and focused.  
 
Appendix 11.4 Rising and Falling 
 
RISING  
 
This is about feeling the body, and most importantly the physical core and physical 
centre of the body rising. Note the centre of gravity in each step of the way. Keep the 
transition smooth with absolutely no hiccups (i.e., stumbling, loss of balance). Always 
face the audience even in step 1 – keep the head up.  
 
Getting used to the actions 
 

1. Start in Static Hold – Facing Down position with arms in front, shoulders 
down, soft arms, soft wrists and soft fingers (you may want to have your legs 
raised off the ground to increase the engagement of the lower back. Raise the 
head by engaging the lower back and be aware of the audience. 

2. Move into Level 1 of this position (The Sphinx). 
3. Move into Reverse V-Pull. 
4. Somehow come up to standing on your toes, tall spine, with arms above you, 

shoulders down, soft arms, soft wrists and soft fingers. Feel free to gesture an 
internal image throughout, but keep it truthful and small.  

5. The instructor can call out ‘freeze’ or ‘hold’.  
6. Additions: 

a. Vary the intensity/volume of the voice. 
b. When frozen, lift one arm/leg up off the ground.  
c. Close your eyes as you lift the arm/leg up off the ground. 

 
Structure and timing 
 
Now instead of going through the motions of the moves, the application of timing 
allows you to focus on not only each individual pose, but also the body in time and 
space in the transitions from one to another.  
 

1. Start in a Static Hold – Facing Down. Hold for 4 counts.  
2. Move into Level 1 of this position (The Sphinx) on 4 counts. 
3. Stay in the Sphinx position for 4 counts. 
4. Move into Reverse V-Pull on 4 counts. 
5. Somehow come up to standing on your toes, tall spine, with arms above you, 

shoulders down, soft arms, soft wrists and soft fingers on 4 counts. It doesn’t 
matter if you do not reach your final destination, just stay in the position you 
are in on the 4th count. 

6. Hold that position on 4 counts.  
7. Come to standing in neutral on 4 counts.  
8. Additions: 
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a. When frozen, lift one arm/leg up off the ground.  
b. Close your eyes as you lift the arm/leg up off the ground. 

 
If you do not reach your final destination (whatever pose that may be) on the final 
count (4), just be still. It doesn’t matter if you did not reach that pose – it’s the journey 
that’s important. It’s important never to endgame, e.g. don’t think of reaching the final 
pose no matter what, and your inner dialogue saying ‘I need to be there, I need to 
reach the final pose quickly!’ Endgaming can distract you and make you ignore the 
timing, so you eventually reach your final pose way after the final count. If you do 
this, it means that you are anticipating the action, and that you are not in the moment. 
The audiences don’t know that you haven’t reached the final destination, so be 
truthful in your moves.  
 
Voice and text 
 
As you go through the moves in either of the two exercises above, release on some 
sound, for example a different vowel sound for each still pose and each transition. Try 
not to alter the voice in any way by holding tension in the throat or chest – keep the 
passageways free at all times. You may also try to focus on one sound throughout the 
whole move, from the ground up.  
 
When doing these exercises, speak some memorized text, beginning when you are on 
the ground in the Static Hold – Facing Down position and continuing as you rise. The 
dialogue must finish when you end up on your toes, not before, not after. Keep the 
sound smooth without any inflections, intonations, meaning or emotion, however, do 
not deny any vocal effects (i.e. tremors) that the subconscious may cause. If you are 
practicing this in a group, speak in unison, sense into the group, and let the text 
determine the end of the sequence. Some people in the group may not reach the end 
point physically, but as long as the group finishes the text on time, it doesn’t matter 
where the bodies are in space.  
 

Additions: 
a. When frozen, lift one arm/leg up off the ground and speak the text. 

Notice how that physical change affects the voice.   
b. Close your eyes as you lift the arm/leg up off the ground and speak the 

text or vocalize. Notice how that physical change together with the loss 
of sight affects the voice. 

 
FALLING  
 
Exactly the same, but reversing the order. When doing this exercise, speak some 
dialogue. The dialogue must end when you end up on the floor, looking at the 
audience, not before, not after. 
 

1. Standing on your toes, arms above you, shoulders down, soft arms, soft wrists 
and soft fingers.  

2. Move into Reverse V-Pull. 
3. Move into Level 1 of the Static Hold – Facing Down position. 
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4. Somehow end up in a Static Hold – Facing Down position, looking at the 
audience, with arms in front, shoulders down, soft arms, soft wrists and soft 
fingers.  

5. You can do this without voice or text, and instructor can call out ‘freeze’. 
When you are still, you may be asked to speak your dialogue. 

6. Additions: 
a. Vary the intensity/volume of the voice. 
b. When frozen, lift one arm/leg up off the ground.  
c. Close your eyes as you lift the arm/leg up off the ground. 
d. Speak with eyes shut. 

 
Feel free to explore structure and timing, voice and text, and masks, emotions and 
contradictions throughout this exercise.  
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Appendix 12 Oedipus post show reflection, November 22 
and 23, 2009 
 
The use of the spoken word 
After witnessing the final show on Saturday November 21, it was clear that the use of 
the spoken word – that was spoken in a very manipulative way (e.g. ‘extra-daily’, 
image based, exaggerated speech)– may be discarded. The sense, in terms of 
narrative, and characters, at times, lost. As an exercise in training sessions it is 
effective as it connects the abstract imagery with the voice and body. The way it was 
performed in Faustus and Oedipus, could be half the way there. To explain this a little 
further, here is a progression: 

• Physicalising the imagery (from either internal or external sources) 
• Allowing the voice (sound alone) to connect with the body 
• Adding words, but using the quality of the voice to dominate rather than 

meaning 
This is where it stopped so far. The further points are a consideration: 

• Stretching the words even further so they are not a blurring of sound and 
words, but taking it a step further by stretching or condensing the vowels and 
consonants of the particular word/s. This is what could be called the new 
definition of extra-daily spoken word, or the hyper-extension of text.  

The above example may not work for an entire line of text. A single core word in that 
line can be explored – it can be stretched out, condensed, repeated and even reversed. 
This way, audiences can accept it as abstract sound rather than a mashing of sound 
that can be identified as text, which could also confuse the audience.   
 
The application of sound and text in the re-mount of Oedipus can be categorised in 
four sections: 

• Breath (inward, outward, gasps) – vocal crisis 
• Sound (primordial, preverbal) – vocal crisis 
• Extra-daily spoken word (not the one currently used, but the hyper extension 

of text, postverbal) - textual crisis 
• Conventional text (for narration) 
• …and 
• Foreign and invented language – textual crisis 

 
Characters 
The characters must still be driven by the essence of their core imagery. If in extra-
daily spoken word, or conventional dialogue (in narration), the subtext must be 
expressed through the physical external expression of the internal imagery. Ideas for 
major characters: 

• Oedipus: Breath, preverbal, postverbal, Latin.  
• Jocasta: Breath, preverbal, postverbal, Latin.  
• Creon: Breath, preverbal, postverbal, Latin.  
• Manto: Breath, preverbal, postverbal, Latin. 
• Tiresias: Breath, preverbal, postverbal, Latin. 
• Chorus 1: A contemporary chorus who speaks English and connects with the 

audience. A conventional role in terms of communication, but extra-daily and 
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expressionistic in terms of physicality and overall physical and vocal energy. 
The narrator of the story. 

• Chorus 2: A classical chorus who speaks in Latin. An image of the past. Text 
spoken using phonetic imaging where each phoneme is connected to a specific 
gesture to express an inner image/emotion.  

Apart from general elements used by these characters, a clearer journey should be 
noted. Each characters journey should be mapped and they should change throughout 
the play. Oedipus seems to move in waves, change from one dynamic the other, both 
vocally and physically. Creon on the other hand is constant. Jocasta is also constant  - 
but this is hard to gage as some of the time she is the ethereal, ghost like character of 
the past. However, Jocasta does change drastically towards the end, before her 
suicide. Manto is high energy and constant, but this is fine as she appears extensively 
in one scene. Manto, I think, should have more of a moment on her own. The 
relationship between her and Tiresias could be expanded on and more of a connection 
should be established.  
 
These relationships should be defined even more: 

• Oedipus / Creon (struggle of power, untrusting, deceitful)  
• Oedipus / Jocasta (mother – wife relationship, a very interesting relationship 

to explore and also how that relationship changes throughout the play – 
maybe more of a connection here) 

• Tiresias / Manto (father – daughter) 
• The 2 Chorus’s (more connectedness, understanding – the link between past 

and present) 
• Laius / Jocasta (this was fine, especially with the movement bits) 
• Phorbas, Messenger / Other characters (their needs and wants) 

 
Musicality 
More use of drums, percussive sounds using blocks and found objects and musicality 
created live by performers. Singing also to be sung by performers throughout. Choral 
singing/talking using breath and voice. As inward and outward breath can in 
occasions be inaudible when using words, the use of choral singing/speaking in breath 
could clarify the speech. Musicality through soundscape in sections: 

• Pastures 
• Backing up Oracle 
• Crossroads 
• Sphinx 
• More musicality in Oedipus ‘There is no soft cool breeze…’ p.11 
• Serpent hissing 
• Tiresias summoning up the dead (a lot of scope here for soundscape) 
• Bull 
• Oedipus gouging eyes 

There are a lot of opportunities for musicality to creep in the production.   
The play between word and song, speech and singing, tone, musicality and vocal 
variety using conventional dialogue/words in a very unconventional way.  
 
Technicals 
More effort will be placed on lighting, especially during time shifts, the plague and 
ending (tearing eyes out). Expressionistic colours depicting the mood and emotion of 
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each scene. Lighting also needs to reflect the atmosphere of the landscape: at the 
beginning of the play, the pastures should be green, fertile land, sun: rural feel. The 
lighting changes to reflect disease, pain and death (reds?), and culminates at the 
plague right through to when Oedipus gouges his eyes out. Then, as Oedipus leaves, 
the disease and pain lifts and a brighter, greener, more fertile lighting state emerges 
from the darkness. 
 
No recorded sound will be used, as the music, song and soundscapes will be 
performed by the actors.  
 
Props and costume 
There were a few notes from audiences in terms of using no props, and that the 
production could be enhanced if props were used. Would it be clearer if basic props 
were used (e.g sword, crown etc)? Would this obstruct the actors movements? If props 
are not used, then clearer physical actions may be needed to make the imagined prop 
clearer, without going into mime.  
 
Costumes are fine, perhaps some more detail? A specific colour, simple costume 
piece to signify character changes or leave it as it is and focus more on physical and 
vocal character attributes? Perhaps these character changes should be signified by the 
Chorus,  this was done in certain sections when Chorus said something along the lines 
of ‘…it is Creon’ etc.  
  
Structure 
The structure needs to be evaluated. The ‘who – what – where – why’ may need to be 
investigated thoroughly, and the meaning and purpose of each scene needs to be clear. 
More emphasis on the semiotics of time shifts – past/present merging, or solely past 
or present scenes.    
 
Is narrative important, or do we explore it in a no-linear way? Experiences and 
essences rather than story?  
 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 

 
 

78 

Appendix 13 Iam Nocte performance script excerpts 
 
Appendix 13.1 Iam Nocte excerpt 1 
 
KITES IN PAIRS – CONVERSATIONAL KITES 
 
OEDIPUS: 
Tell me. 
I want to know. 
His name – tell me. 
His face – tell me. 
 
CHORUS/PLAGUE: 
The dead will drag you down. 
The dead hate the living.  
They want you to die. 
Let go – leave it – forget it.  
Listen to your wife. 
 
JOCASTA: 
Leave the past behind you.  
This is causing you more pain – this digging in the past. 
 
[PLAGUE transforms to ORACLE] 
 
Appendix 13.2 Iam Nocte excerpt 2 
 
FLOCKING 
 
CHORUS/PLAGUE: 
Occidis, Cadmi generosa proles,                                
urbe cum tota; uiduas colonis 
respicis terras, miseranda Thebe. 
carpitur leto tuus ille, Bacche, 
miles, extremos comes usque ad Indos, 
ausus Eois equitare campis                              
figere et mundo tua signa primo: 
cinnami siluis Arabas beatos 
uidit et uersas equitis sagittas, 
terga fallacis metuenda Parthi; 
litus intrauit pelagi rubentis:                               
promit hinc ortus aperitque lucem 
Phoebus et flamma propiore nudos 
      inficit Indos. 
 

The noble race of Cadmus is falling 
The entire city has fallen.  
Unfortunate Thebes, the land bereft of workers. 
The men of Bacchus – dead – consumed by the plague.  
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Those who marched to the East – the farthest Indies, 
They who planted banners where the world begins, 
They who saw the Arabs planting flourishing cinnamon groves, 
The horsemen fled, marching to the shores of the Ruby Sea.  
The flames scorch the naked Indians. 

 
Appendix 13.3 Iam Nocte excerpt 3 
 
GEOLOGY. CHORUS/PLAGUE SURROUND LAIUS AND EXPAND/CONTRACT 
ON LAUIS’S COMMAND. INWARD BREATH AS THEY DRAW NEAR, OUTWARD 
BREATH AS THEY RETREAT 
 
LAIUS/CHORUS/PLAGUE: 
[LAUIS English, CHORUS/PLAGUE Latin] 
You mad people of Cadmus. 
Killing one another. 
Reach with your hands into the womb and tear your children out. 
It is not over.  
You are destroyed – not because the gods are enraged – it is because of sin.  
The drought did not cause the plague. 
But the blood stained king. 
A mother and son twisted coiled entwined. 
The throne – a reward for murder.  
Bodily fluids of mother and son intertwined.  
A rape of incest. 
Impregnating the womb that gave birth to him. 
Against nature.  
Against instinct.  
No animal would do it. 
Where his head came out his sons came out.  
Monster. 
More insane than his own Sphinx.  
You who hold the sceptre with blood stained hands it is not yours.  
It is mine. 
I am the man you killed. 
I - still unavenged. 
I will bring a fury as a bridesmaid who will whip you and your mother together as you 
both writhe. 
Banish your king. 
I will destroy this incestuous house of shame. 
Drive the monster out. 
When he is gone the grass will turn green the flowers will bloom and the air will be 
pure again. 
Death suffering corruption and despair will leave when he leaves. 
He will want to leave quickly. 
I shall stop him. 
He shall go creeping holding on to his stick – all of a sudden an old man. 
Take the Earth away from him. 
His father will take him from him the sky.  
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O Cadmi effera, 
cruore semper laeta cognato domus, 
uibrate thyrsos, enthea gnatos manu 
lacerate potius—maximum Thebis scelus 
maternus amor est. patria, non ira deum,                               
sed scelere raperis: non graui flatu tibi 
luctificus Auster nec parum pluuio aethere 
satiata tellus halitu sicco nocet, 
sed rex cruentus, pretia qui saeuae necis 
sceptra et nefandos occupat thalamos patris                               
[inuisa proles: sed tamen peior parens 
quam gnatus, utero rursus infausto grauis] 
egitque in ortus semet et matri impios 
fetus regessit, quique uix mos est feris, 
fratres sibi ipse genuit—implicitum malum                               
magisque monstrum Sphinge perplexum sua. 
Te, te cruenta sceptra qui dextra geris, 
te pater inultus urbe cum tota petam 
et mecum Erinyn pronubam thalami traham, 
traham sonantis uerbera, incestam domum                               
uertam et penates impio Marte obteram. 
Proinde pulsum finibus regem ocius 
agite exulem quocumque; funesto gradu 
solum relinquat: uere florifero uirens 
reparabit herbas; spiritus puros dabit                               
uitalis aura, ueniet et siluis decor; 
Letum Luesque, Mors Labor Tabes Dolor, 
comitatus illo dignus, excedent simul; 
et ipse rapidis gressibus sedes uolet 
effugere nostras, sed graues pedibus moras                               
addam et tenebo: reptet incertus uiae, 
baculo senili triste praetemptans iter: 
eripite terras, auferam caelum pater. 

 
Appendix 13.4 Iam Nocte excerpt 4 
 
SOUNDS OF WAVES 
 

BACCHUS as an egg in the centre.  
 
OMNES [In turns, calling Bacchus] 
Come to Thebes. 
Come to the worshipers.  
Show us your virginal face. 
Break through the clouds.  
Drive away grim threats and Erebus. 
Spring flowers crown your hear. 
Smooth brow wreathed with turban.  
 

Drums. Music. Chanting.  
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Vulgar merrymakers dance their secret mysteries around BACCHUS.  
 
BACCHUS reacts to them with voice and body – contradicting voice and 
body. The dance is continued throughout.  

 
THEBES AND MADNESS 
 
Enter IACCHUS OF OGYGIA with hair flowing. She is possessed by madness 
because of BACCHUS.  
 
TRANSFORMATION – PIRATES INTO DOLPHINS. 

 
 OMNES: [Transformations]  

The angry sea is calm. Birds sing.  
 The LION of IDA roars. 
 

A storm. Frightened PIRATES swim the seas. They change forms. Their  
breasts doubles down to their bellies, fins develop on their sides, they form  
tails, and they are now DOLPHINS that follow the ship.  

 
BLOOD, MILK AND POWER 
 

They sail to Lydia where MASSAGETAN WORRIERS drink blood and milk.  
They lay their bows and arrows down at BACCHUS command. 

 
WILD HORSES AND AMAZONS 
 

The WILD HORDES OF THE AMAZONS charge at BACCHUS. His  
presence is powerful and they discarded their weapons, bow down their faces  
to the ground and joined the Bacchic dance.  

 
BACCHUS AND HIS BRIDE 
 

Bacchus finds a bride deserted by her former lover in Naxos, the Aegean isle. 
Bacchus marries the deserted maiden. They engage in a mating dance.  
Liquor oozes out of the dry rock.  

 
TO THE HEAVENS 
 

BACCHUS’s BRIDE is led into the heavens. 
PHEBUS is there with radian hair aflame, he sings.  
TWIN CUPIDS brandish their torches.  
JUPITER lays aside his fiery weapons and when BACCHUS comes, he does  
not touch his thunderbolts.  

 
OMNES 
We will always worship the shining face of beauteous Bacchus. 
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Appendix 14 White Dark (DVD) 
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Appendix 15 Dr Faustus (DVD) 
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Appendix 16 5 (DVD) 
 
 
 




