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ABSTRACT

Gestures are like thoughts themselves. They belong, not to the outside world, but
to the inside one of memory, thought, and mental images (McNeill 1992, 12).

Can the insights of sociolinguistic research into gesture be integrated with
contemporary actor training methodologies to aid the actor in developing
character?
This project investigates the use of physical gesture in the creative development of
characterization, exploring the symbiotic connection between the outer physical,
lived experience of the gesture and the inner emotional responses arising from the
embodied imagery.
By exploring the text through gesture the actor can develop an embodied
knowledge of their character, encouraging discovery rather than assumption. This
discovery is an exploration of psychologist Susan Goldin-Meadow's question 'Do
new ideas come first in gesture regardless of domain?' (Goldin-Meadow 2005,
244). For the actor, this question suggests that physical exploration of a character
provides a vehicle for expressing new ideas that may not be easily articulated
verbally. Director Anne Bogart recommends Ludwig Wittgenstein's dictum 'If
you can't say it, point to it' (Bogart, 2005).
The project uses David McNeill's definition of metaphoric gesture as a framework
for the integration of Zeami Motolciyo's concept of Jo Ha Kyu with a simplified
structure derived from Stanislavslci's Active Analysis. McNeill defines
metaphoric gesture as a triphasic (or three-part) gesture expressing abstract
concepts (such as love, or freedom).
The narrative form of Zeami's Jo Ha Kyu will be applied to the triphasic structure
of metaphoric gesture in order to manipulate what Stanislavski refers to as the
'tempo-rhythm' of the gesture. By applying the changed tempo-rhythm to text the
actor can develop the complexities of the character by physically exploring
subtext that complements or contradicts the text; creating what Goldin-Meadow
refers to as either a 'gesture-speech match' or a 'gesture-speech
mismatch' (Goldin-Meadow 2005, 26).
Working with gesture will allow the actor to develop embodied knowledge of
their character through a physical exploration of abstract imagery derived from
the text. The result of this exploration will be the development of a practical tool
for actors in the rehearsal process utilizing gesture in character development.
The sociolinguistic application of gesture studies to actor training will develop an
alternative performance perspective in the traditional creative approach to
character development.
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Chapter 1: Starting with empty hands

I stand in the rehearsal room defiantly gripping my well-marked script in both hands with
the air of a child being parted from their security blanket. Reluctantly, I put the script
down and begin to rehearse, feeling a little discombobulated by the sudden emptiness of
my hands. As I begin to speak, my hands flap aimlessly about in an attempt to do
something, even if I'm not sure what that something is. I realise with horror that I don't
know what to do with my hands.

This is a familiar, and thankfully temporary, situation that I have experienced and seen
enacted in many rehearsal room as actors struggle to make the transition away from
working with a script in hand. By holding onto a script during the rehearsal we relegate
the hands to a functional rather than expressive role in the creative process, silencing their
potential to give meaning to the words. This disconnection can also continue into
performance, leaving actors with their arms frozen by their sides because they are unsure
what to do with their hands. The result of this repression manifests in unconscious arm
swinging, or the emergence of the actor's own physical habits. It is disheartening to see
some performances where more time and care has been put into the detail of what the
actor is wearing than what they are doing on stage. As Peter Brook points out in There
are No Secrets: Thoughts on Acting and Theatre:

We can't fail to realise how much we are continually expressing a thousand things
with all the parts of our body. Most of the time this happens without our knowing
it, and in an actor this makes for a diffuse attitude that cannot magnetise an
audience (Brook 1993, 69).
While I am not suggesting that all actors are physically challenged when it comes to
creating a role, the traditional Western approach to character development during the
rehearsal process tends to emphasize the psychological over the physical The analytical
approach to developing character has merit, but does not take into account the symbiotic
relationship between the inner and outer worlds of the actor.
In my experience, it is always a mistake for actors to begin their work with an
intellectual discussion, as the rational mind is not nearly as potent an instrument of
discovery as the more secret faculties of intuition (Brook 1993, 108).
1.1 The Project

The project investigates the use of physical gesture in the creative development of
characterisation, exploring the symbiotic connection between the outer physical, lived
experience of the gesture and the inner emotional responses arising from the embodied
imagery. The question posed by this research is, 'Can gesture be used as a creative tool in
character development by providing the actor with an embodied connection between text
and imagination?' This gives rise to the question of how such a gestural 'tool' can be
10

developed into a simple, pragmatic form that is easily incorporated into the idiosyncratic
creative processes of individual actors as an alternative, or accompaniment to
contemporary acting methodologies. In this project, the insights of sociolinguistic
research into gesture are integrated with elements of contemporary actor training
methodologies to provide a clear and specific structure for the development of a gesturebased creative tool.
In Hand and Mind: What Gestures Reveal about Thought, David McNeill observes that,
'if our thought is a story that we are required to keep telling in order to think about our
world at all, it is gestures that actively influence this story and carry it forward most
expressively' (McNeill 1992, 2). As Jerry Daboo points out in Michael Chekhov and the
Embodied Imagination: Higher Self and Non-Self

Chekhov stated that psychological qualities are embodied in, and expressed
through, the physical body, and as such, there needs to be an understanding of the way in which this connection can be explored through the
development of specific exercises based in action, gesture and imagination.
It is through exploring the body with training methods which can free the
physicality from its established habits and restrictions, that a way into
embodying and expressing new or different psychological or mental states
can be found (Daboo 2007, 265).
The practical component of this project combines McNeill's definition of metaphoric
gesture with a simplified structure based upon elements of Constantin Stanislavski's
Active Analysis, in order to develop a tool for the actor that connects their internal
imagery with external expression. According to Bella Merlin in Beyond Stanislavski,
Active Analysis is a psychophysical form of actor training that develops the awareness
and imagination of the actor by engaging 'a kind of textual analysis which was carried
out by the actor's entire being, and not solely the brain' (Merlin 2001, 21). McNeill
defines metaphoric gesture as `depict[ing] a concrete metaphor for a concept, a visual
lcinesic image that we feel is, in some fashion, similar to the concept' (McNeill 1992, 14).
McNeill points out that, 'Metaphoric gestures differ not only culturally, but also
individually. Each speaker may come up with his or her own images of the
abstract' (McNeill, 163). Using the triphasic structure of metaphoric gesture to physically
articulate imagery allows the actor to work from a physical and experiential perspective
rather than a purely analytical framework.
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The triphasic structure of metaphoric gesture is similar to Zeami Motolciyo's concept of
Jo Ha Kyu, which Anne Bogart and Tina Landau describe in The Viewpoints Book as 'a
rhythmic pattern' of introduction, exposition, denouement that defines the journey of the
narrative (Bogart & Landau 2001, 147). By manipulating the rhythm of the gesture, the
actor can develop the complexities of the character by physically exploring subtext that
complements or contradicts the text. The result of this exploration will be the
development of a practical tool for actors in the rehearsal process utilising gesture in
character development.
1.2 Working from a physical perspective
In the theatre it is the presence of the actor that makes the space meaningful. It is through
the body and the person of the actor that all the contributing systems of meaning (visual,
vocal, spatial, fictional) are activated, and the actor/performer is without doubt the most
important agent in all the signifying processes involved in the performance event
(McAuley 2000, 90). In Space in Performance: Making Meaning in the Theatre, Gay
McAuley observes that the character is expressed to the audience by the actor's body
because, 'The actor is first and foremost a person who moves' (McAuley 2000, 92). A
character cannot be intellectualized into existence, it must be explored and developed
through embodied experience.
This project focuses on what Sharon Marie Camicke refers to in Twentieth Century Actor
Training as Constantin Stanislavski's 'most unique rehearsal technique', known as Active
Analysis (Carnicke 2000, 26). Active Analysis was the final evolution of Stanislavski's
work, and encouraged the actors to 'grasp a play's anatomy before memorising lines' (26)
which allowed the actor to work from a physical perspective in order to discover the
character 'on their feet' (27). Merlin observes that, 'The actor discovers the inner life of
the character not through theoretical analysis, but through actively pursuing his or her
objective by simply 'doing' the scene' (Merlin 2001, 152). The focus on discovery
through physical experience forms the framework for the practical gesture work in this
project, by allowing the actor to develop an awareness of the physical connections
between what the character thinks of their world, and how they experience it. The actor
uses the text as the springboard for character exploration through improvisation in order
to gain a detailed understanding of the character, which can then be applied to the text.
This offers the actor a multi-dimensional approach to developing the character by
allowing the psychological development of the character to affect and be affected by the
physical exploration.
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1.3 Why use gesture?
Everyone uses gesture quite proficiently, if often unconsciously, to communicate a range
of unspoken information. In Hearing Gesture: How our Hands Help us Think, Susan
Goldin-Meadow observes that gestures 'participate in communication, yet they are not
part of a codified system. As such, they are free to take on forms that speech cannot
assume and are consequently free to reveal meanings that speech cannot
accommodate' (Goldin-Meadow 2005, 5). Gestures are both functional and expressive,
making them a useful tool for actors as they delve into characterization by allowing them
to play with impulse, express new concepts and connect the body to the imagination. As
Goldin-Meadow puts it, 'Speakers move their hands through space and thus, in a very
concrete sense, embody their thoughts in action' (2005, 185). The creative stimulus of
gesture is physically accessible, adaptable to different textual styles, and easily integrated
into the rehearsal process without the need for extensive physical training.
In The Stanislavski System: The Professional Training of an Actor, Sonia Moore observes
that, 'A gesture of the body expressing feelings and thoughts gives direct visual
information to the spectators and projects the subtext' (Moore 1984, 71). Gesture
provides the actor with a simple, yet expressive means of engaging physically with the
text in order to explore the physical life of the character. Gesture also provides a way for
the actor to work intuitively, and it is easier to articulate new ideas through gesture than
in words. In Movement for Actors Floyd Rumorh observes that:
By distilling characters or scenic moments to their core gestures, you can achieve
performances that are so psychologically complex that it would take reams of
paper to describe them (Rumorh 2002, 22).
However, when it comes to defining the parameters of gesture there is a definitional grey
area where this single label is given to all nonverbal behaviour, without consideration for
the physical and psychological subtleties of gesture both in terms of execution and
associated meaning. Gesture is a very general term that refers to a range of physical
behaviours from pointing and waving, to nonverbal communication (McNeill 1992). The
thesis and the practical component of this project focus specifically on the sociolinguistic
definition of 'metaphoric' gesture in order limit the field of inquiry and simplify the
structure of the practical gesture work.
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1.4 How does this research differ from Michael Chekhov's Psychological Gesture?

In To the Actor, Chekhov states that, 'To create, in the real sense, means to discover and
show new things' (Chekhov 1953, 28), and Daboo points out that:
One of the key features in the work of Michael Chekhov is the development
of exercises that involve the imagination, but an imagination that is completely
embodied, and thus reflects the psychophysical interconnection
between body and mind (Daboo 2007, 264).
In Twentieth Century Actor Training, Franc Chamberlain describes the development of
Psychological Gesture, or PG, as Thekhov's answer to an analytical approach to a role
which could offer keen insights but leave the actor without a means of embodying
them' (Chamberlain 2000, 89), while Chekhov referred to Psychological Gesture as 'the
shortest, easiest and the most artistic way of transforming a literary creation into a
practical work of art' (Chekhov 1953, 75). While the concept of Psychological Gesture
as 'a means of expressing the entire character in condensed form through an intuitive
grasp of the character's main desire' (Chamberlain 2000, 89) is similar to the gesture
work explored in this project, the two approaches differ both in structure and in
definition.
The aim of Psychological Gesture is to create a gesture, or series of gestures, that
represent the main desire of the character, starting with hand and arm movements before
taking the gesture through the whole body (Chekhov 1953). This type of full-bodied
movement is similar to the Viewpoints definition of 'expressive gesture' (described in
Chapter Three) that was employed in the early stages of this project during the practical
gesture work undertaken as part of the rehearsal process for Mudlark Theatre's Cafe
(described in Chapter Six), before the gesture was restricted to upper body movement in
the individual gesture sessions (explained in Chapter Seven) in accordance with
McNeill's definition of metaphoric gesture. However, during the practical gesture work
applied to the Cafe rehearsals, the metaphoric gesture was structured in the triphasic
pattern of Jo Ha Kyu in order to demonstrate the journey of the character through the
narrative (this is explained in more detail in Chapter Six).
Chekhov understood that the tempo of a gesture can 'change all its qualities, its strength
of will and its susceptibility to different colouration' (Chekhov 1953, 78), however he
refers to the overall tempo of the gesture, whereas the practical work of this project uses
the structure of Jo Ha Kyu to break down the tempo of the gesture into two distinct
movement phases (which is described in Chapter Three).
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The purpose of Psychological Gesture is to connect the actor to the inner world of the
character through the use of gesture, however Chekhov cautioned the actor against using
'the natural and usual gesture' of daily life (76), because 'they are too limited, too weak
and particularized' (77). Chekhov focused on using what he called 'archetypal' gestures
that involved 'wide, broad movements, using the maximum space around you' (Chekhov
1953, 77). While 'the basic principles of the technique will allow as many variations and
creations as there are creative individuality' (Chamberlain 2000, 86), the differences in
structure and application must be defined in order to separate the practical gesture work
of this project from Chekhov's method.
1.5 Approaching the research
The integration of sociolinguistic gesture theory with theatrical creativity raises another
question, 'Can the insights of sociolinguistic research into gesture be integrated with
contemporary actor training methodologies to aid the actor in developing character?' Is it
possible to successfully integrate structured, measurable, scientific theory with the
intuitive creativity of character development? This seemingly disparate combination of
approaches provide freedom within form, by creating clear parameters that simplify the
physical interaction with imagery and text. By exploring the text through gesture the
actor can develop an embodied knowledge of their character, encouraging discovery
rather than assumption. This discovery is an exploration of psychologist Susan GoldinMeadow's question 'Do new ideas come first in gesture regardless of domain?' (GoldinMeadow 2005, 244). For the actor, this question suggests that physical exploration of a
character provides a vehicle for expressing new ideas that may not be easily articulated
verbally. In other words, can gesture interpret the actor's hunch? Does gesture offer a
simple means of connecting the physical state of the actor with the imagined world of the
character to provide a more experiential approach to character development and textual
analysis? Director Anne Bogart recommends Ludwig Wittgenstein's dictum 'If you can't
say it, point to it' (Bogart, 2005).
The practical component of the project involves what I refer to as 'embodied
visualisation', where the actor uses gesture to physically articulate abstract imagery
relating to a dramatic monologue. The gesture is derived from the text and explored
through consciously manipulating the movement in time and space, allowing the actor to
magnify, sustain, or even deny a dramatic moment. A number of tempo-rhythms are
established for the gesture before it is re-combined with the text, providing the actor with
a range of subtextual possibilities for the character. The practical work is rehearsal based
rather than focusing on establishing gesture as part of a performance vocabulary,
therefore the effectiveness of the gesture work will be gauged by the actors involved.
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The emphasis is on the actor's perspective, and the work is ideally suited to a
collaborative relationship between actor and director in order to explore a range of
creative possibilities for the character rather than imposing a directorial vision. However,
there is also the potential for this gesture work to be applied retrospectively to an
established character in order to keep an ongoing performance fresh by providing a new,
different, and sometimes unexpected perspective on the character. These discoveries
provide an awareness of the rhythmic possibilities of any given dramatic moment and
extend beyond what is expected to include what is experienced. Even if the gesture does
not physically manifest in the performance the emotional connections created by the
physical gesture remain with the actor.
Chapters Two and Three provide the background theory underpinning the practical work
of the project and situate the work within the range of Stanislavski's work and
sociolinguistic definitions of gesture. In Chapter Two the term character is defined, and
the process of character development is explored, from the initial exploration of the text
to the embodiment of the character. This chapter highlights the importance of developing
a free imagination and the physical awareness to express the inner world of the character.
Chapter Three explores the similarities between definitions attributed to gesture from a
theatrical, or actor training perspective, and those from a sociolinguistic perspective. In
this chapter the sociolinguistic definitions of gesture developed by Adam Kendon and
David McNeill are introduced, as well as Susan Goldin-Meadow's concept of 'gesturespeech mismatches' (Goldin-Meadow 2005, 26). This chapter also explains Zeami
Motokiyo's concept of Jo Ha Kyu and the applications of this concept to the practical
work of the project. Chapter Four focuses on the subjective nature of actor training, and
illustrates the evolution of Active Analysis through an examination of Stanislavski's actor
training methodologies from Affective Memory to the Method of Physical Actions. This
chapter also addresses the integration of Active Analysis concepts into the practical
gesture work of this project.
Chapter Five demonstrates the importance of practice as research, providing a reflection
of my physical theatre training and how this has been integrated into my research.
Chapters Six and Seven detail the development of the practical component of the project,
from the initial application to three different rehearsal processes, to the refined structure
of the individual gesture work. Chapter Six focuses on the practical application of the
gesture work to three different rehearsal processes, before the refined structure is
introduced in the individual gesture workshops described in Chapter Seven. The insights
and feedback provided by the participants of the individual gesture sessions are discussed
in Chapter Eight, and the outcomes of the project are detailed along with the
opportunities for future research.
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Chapter 2: What is character?
2.1 Theatrical definition of character
It is difficult to define the somewhat amorphous process of developing a character. A
character, at the most basic level, is a construct of the theatrical text, created by a
playwright and portrayed by an actor. In Theatre as a Sign System, Aston and Sevona
describe the actor as 'the agent whereby character is mediated to the spectator' (Aston
and Sevona 1991, 46). Neither definition adequately describes the process of creating a
character beyond a suggestion of representation. In Making Sense, Getting Through "The
Word's Body", Judith Koltai offers a more insightful description of the process whereby
'human experience is revealed through a kind of active and conscious surrender of the
artist to the world evoked by the text — a world in which the actor lives, to which, through
the conscious creative sacrifice, the actor lends their life' (Koltai & Latham, 2002). The
process of developing the character from text to performance has been the focus of many
acting methodologies including the comprehensive acting theories of Constantin
Stanislavski.
2.2 Stanislavski's vision of the character
In The Stanislavski System Sonia Moore describes Constantin Stanislavski's more
complex vision of character as 'a human being with his own thoughts, actions,
appearance, mannerisms, experiences, habits, and so on' (Moore 1984, 60). Stanislavslci
understood the importance of character development, calling character the 'essence of the
theatre, for it is through characters that a dramatist unfolds the theme for this play' (1984,
61). He believed the character to be 'the flesh and soul of the actor', created from and
influenced by the text, yet at the same time existing beyond the text as an autonomous
creative entity (Moore 1984). However, this autonomy is limited to, and expressed by,
the body of the actor; it is through the articulation of the actor's presence, both physical
and verbal, that meaning is communicated to the audience.
As Stanislavslci points out 'Without an external form neither your inner characterisation,
nor the spirit of your image will reach the public. The external characterisation explains
and illustrates' (Stanislavslci 1990, 92). In Stanislavski's later work with the Method of
Physical Actions and Active Analysis the body is considered the vehicle for creative
expression, embodying the text through action rather than discussion (Merlin 2001).
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At the beginning of the process, what we know of the character is derived from the text; it
is fixed and the words are static on the page. However plays are written to be performed
rather than read, and the words only take on dimensionality and physical reality when
embodied by the actor. Bringing life to the words of the playwright becomes an act of
embodying text, an act that is inherently fragile and, what Bogart refers to as imbalanced
because the physicality, psychology, and environment of the actor are in a constant state
of flux.
However, as Bogart points out in and then, you act: Making Art in Unpredictable World,
'the task for each actor is to speak clearly, to articulate, from a state of imbalance and to
carve the experience while in flight' (Bogart 2007, 20). This imbalance is created by the
conflict between the known and the unknown, between the text and the performance,
where the actor must make a leap of faith from the knowledge of the words to the
embodiment of the character. It is the moment in rehearsal when discussion has ended
and the actors have to find a way to begin, and as Bogart observes 'Many actors find any
excuse to avoid this leap' (2007, 20). Imbalance creates spontaneity and tension in
performance, because the actor is experiencing the conundrum of re-creating a
performance as if for the first time, and as a result, no two performances are ever the
same because the actor is working with what Stanislavski calls the 'transient
now' (Stanislavski 1973, 151). This also suggests that there are no absolutes; the 'truth'
of the character is more of a performance ideal than a reality.
2.3 Character and physical embodiment of text
What one calls 'building a character' is in fact fabricating a plausible counterfeit.. .The
creative approach is to fabricate a series of temporary counterfeits, knowing that even if
one day you feel that you have discovered the character, this cannot last (Brook 1993,
23-4). These temporary counterfeits are embodiments of text that connect the fabricated,
or inner, world of the character with the outer lived experience of the physical body.
Genie Babb foregrounds the body as a participant in narrative creation:
Contemporary studies of the body challenge narrative theory to reframe
conceptions of character to include the body — and ultimately to reconceive the
production and consumption of narrative as not simply a mental operation, but as
an embodied activity (Babb 2002, 197).
Merlin emphasises the need for 'a genuine and dynamic connection within each actor
between seen action and unseen sensation' (Merlin 2001, 27). The act of creating a
character renders visible the imaginary internal world of the character by giving physical
form to abstract thoughts and imagery. Merlin points out that, 'Since "psychology" is a
fairly amorphous, ungraspable concept, the easiest way into this process is through the
body, which isn't amorphous and is utterly graspable' (2001, 29). It is through the body
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that the actor explores, experiences, and responds to the character's psychology. And it is
through the body of the actor that the audience connects to the character, and gains an
understanding of the text. Koltai observes that even the vocabulary used to describe
acting and performance is physical:
Our certainty of truth (or falsehood) resides in the tangible experience of the body:
both the body of the speaker and the body of the listener. In the art of the actor we
use the word "embodied", we speak of "presence", we are "touched" and "moved"
by a good "performance" (Koltai & Latham 2002, para. 2).
If, as Mark Johnson suggests, 'To be human is to be embodied, and our bodily
interactions set out the contours of our world as we experience it' (Johnson 1989, 109),
then physically embodying the text sets the contours of the character's world as
experienced by the actor, and subsequently by the audience.
For the purpose of this project 'character' will refer to a performed representation of an
individual, created by an actor and often, but not exclusively, derived from a written text
for performance to an audience. Based upon this definition, text will be used as the
starting point for character creation in the practical component of this project.
2.4 Text as the creative starting point
In The Director at Work director Robert Benedetti points out that 'The text provides
information about each character in three ways: through explicit information.. .through
hearsay descriptions by other characters.. .and through material implied by the
action' (Benedetti 1985, 57). This suggests that the process of creating a character is a
joint venture between playwright, performer, director and ensemble. The information
given by the text provides a starting point for character development, however the term
text does not exclusively refer to the written word. Text can also refer to any source
material drawn upon as stimulus for creating performance narratives, including audio and
visual material, which in Viewpoints is termed `Sourcework' (Bogart & Landau 2005,
163). Such a broad range of stimuli is beyond the scope of this project, and more
research is needed to see whether the methodology used with written text could also be
applied effectively to other sources of text in character development.
The explicit knowledge of the character detailed both in the dialogue and stage directions,
of the text, can be found in the playwright's description of the character, and in the
dialogue between characters within the play. Therefore, what is said about the character
is equally as important as what the character says. The text provides the framework, the
foundation from which the life of the character is built.
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Each actor has his or her own idiosyncratic methodology when creating a character,
however in traditional Western theatre the process is often influenced by early
Stanislavskian theory. Therefore, when working with a text, the initial investigation
frequently begins as an intellectual process of analysis where 'the printed word is more
important at the start of the rehearsal than organic physical activity' (Merlin 2001, 233).
Giving primacy to the text also creates limitations in the physical act of rehearsing; when
actors finally make the transition from analysing the text to inhabiting the world of the
character they still hold script in hand which effectively ensures that they are creating
with one hand tied behind their back (Merlin 2001). While there is no satisfactory
answer to this problem, the traditional rehearsal process with script in hand can
compromise the creative journey which 'from start to finish has to harness body and
imagination, as well as intellect' (Merlin 2001, 233). If actors are to trust their instincts
in developing the complexities of the character then there is a need to listen to the body as
well as the brain from the beginning of character development. There is no need to
foreground analysis at the expense of physical exploration because creativity is not a
purely analytical process. It is a journey engaging the external and the internal, the body
and the imagination (Merlin 2001).

2.5 Acting with imagination
'You can kill the King without a sword and you can light a fire without matches. What
needs to burn is your imagination' (Stanislavslci 1990, 75).
As Stanislavski observes in The Actor's Handbook, the imagination is such a vital tool for
the actor's craft that 'He must develop it or else leave the stage' (Stanislavski 1990, 75)
The actor must utilise the imagination to explore beyond what is explicitly known of the
text, building on hunches and feelings often without being able to logically prove the
validity of their creative choice. Bogart and Landau (2005) use Agnes De Mille's (1991)
example of creative uncertainty 'We may be wrong, but we take leap after leap in the
dark' (2005, 161). This is the intuition of the actor at work, the active engagement of the
imagination in the creative process.
Stanislavski encouraged the actor to engage in observation of the world as a means of
developing the imagination, a skill that can be equally effective when turned inward to
investigate the physical responses of the actor to the imagery of the character's inner life.
However, there is a fine line between self-awareness and self-consciousness, and the
actor must be able to observe their performance without judgment. Brook describes this
skill as having 'an ear tuned inwards as well as outwards' (Brook 1993, 31). Observation
then involves balancing two sets of awareness, or perspective, often referred to as dual
consciousness.
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Dual consciousness enables you to commit physically and imaginatively to the
actions in hand, while simultaneously assessing how relevant those sensations are
for the character and the scene. So part of you is doing the action: part of you is
watching the action (Merlin 2001, 24).
The suggestion of more than one consciousness does not indicate psychosis on the part of
the actor, it is merely a division of perspective. One consciousness, or awareness, focuses
on the physical reality of the performance space from the actor's perspective; navigating
the minutiae of performance logistics, including props, set, blocking and cues, as well as
an awareness of the audience. This pragmatic awareness is balanced by the second
consciousness of the character's perspective; the imagined reality created by the actor's
experience of the character's world in the transient now. The actor must be able to
balance this duality, and contend with all physical requirements of the performance, while
still being able to respond to the changing energies of the character's interaction with
other characters.
In terms of acting, it means that we don't just 'do our thing', we evolve a kind of
dual consciousness: we're observing what we're doing as we're doing it, so that
we're developing as we practice. Dual consciousness doesn't impede our intuitive
processes, but rather links technique and inspiration in a way in which we can
harness one to serve the other throughout all our creative work (Merlin 2001, 152).
In the practical component of this project, the actor will use dual consciousness to
experience physical connections to imagery through gesture, and observe the effect this
physical connection has on the emotional life of the character. Observation allows for
constant adaptation during performance, however it is important that in the creative
exploration the actor 'doesn't consciously predetermine the choices made, but simply
fans the creative flame to follow the unfolding story' (Merlin 2001, 63). This openness
allows the actor to work responsively, without resorting to imposition or assumption that
is, according to Bogart in A Director Prepares, anathema to art.
The enemy of art is assumption: the assumption that you know what you are
doing, the assumption that you know how to walk and how to talk, the assumption
that what you 'mean' will mean the same thing to those who receive it (Bogart
2001, 118).
2.6 Beyond the words: character and subtext
The actor can discover meaning beyond the text by listening and responding to the body;
organically discovering the layers, colours, and contradictions that give depth and
complexity to the text 'in a way that even the author might not expect' (Moore 1984, 60).
The subtext 'makes the word unique' (Moore 1984, 70) by providing layers of meaning
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that enlivens the text and gives a character greater dimensionality in performance. In
Stanislavski and the Ethos of Acting William B. Worthen emphasizes the importance of
subtext:
The subtext, not the text, creates and shapes dramatic meaning. Although we must
have a text in order to have a subtext, the notion of the subtext itself innovates our
understanding of where meaning lies in theatrical language (Worthen 1983, 39).
Subtext creates meaning outside the window of expectation, for both the actor and the
audience. Stanislavslci believed that, 'Spectators come to the theatre to hear the subtext.
They can read the text at home' (Moore 1984, 28). The subtext 'expresses the text's
depth' (1984, 70) adding complex layers of meaning that create contrasts, contradictions,
and tension, all of which fuel the dramatic action.
A good performance creates a confrontation between text and subtext - that is,
between what the character says and what he really thinks and feels but for some
reason cannot say directly (Moore 1984, 69).
This is similar to Goldin-Meadow's work with gesture-speech mismatches, where the
information offered by the gesture contrasts, or contradicts the speech it accompanies.
The concept of gesture-speech mismatches is explored in more detail in Chapter Three.
Stanislavski believed that subtext is manifested physically and encouraged the actor to
'search for contrasts between text and subtext', creating a confrontation between what is
said and what is seen (Moore 1984, 69). By creating dialectic the actor can find new
ways of perceiving a character that according to Bogart 'creates shock spaces where
insight might occur' (Bogart 2005, 56). These insights enable the actor to achieve what
Merlin describes as 'creative individuality' (Merlin 2001, 255). Creative individuality
exists when intuition, analysis, and imagination engage in synergistic feedback where, as
Nicole Potter describes it in Movement for Actors, 'External practice leads to internal
transformation, which leads to vivid expression' (Potter 2002, 201). This vivid
expression can range from a movement engaging the entire body to the simplicity of a
single gesture, because as Moore states 'A single characteristic external detail can
emphasize a thought and sometimes be more expressive than a whole monologue' (Moore
1984, 62). This idea is expanded upon in Chapter Seven, where in the individual gesture
sessions a single gesture combined with a line of dialogue provided a wealth of
information from which the character could be developed.
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2.7 Gesture and character development
According to Moore, 'A gesture of the body expressing feelings and thoughts gives direct
visual information to the spectators and projects the subtext' (Moore 1984, 72). Physical
action is a general term covering a wide range of body movement; therefore it is
important to define more specifically the type of physical action to be investigated in this
project. By narrowing the focus specific parameters can be defined in order to structure
the practical exploration of embodying text. As with physical action, gesture has many
broad definitions that generalise what is essentially a very specific act of physical
expression. Gesture is a familiar mode of expression used in daily communication with
unconscious abandon, therefore the focus of the practical work is to bring awareness and
specificity to an existing mode of communication through the framework of
sociolinguistic gesture definitions. By developing the actor's awareness of gesture as a
means of connecting the text to the imagination, the body becomes the vehicle for
developing the creative individuality of the character.
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Chapter 3: What is gesture?
3.1 How do we define gesture?
Everyone uses gesture quite proficiently, if often unconsciously, to communicate a range
of unspoken information. The simplest definition of gesture is given by the OED as 'A
movement of the body or any part of it.. .A movement expressive of thought or feeling.'
This general definition highlights the expressivity of gesture in producing meaning,
which differentiates it from the functionality of physical action, but the definition is not
specific when it comes to the mechanics of gesture production. Although, in this
definition, the physical act of gesturing is applied to any part of the body, it is generally
accepted that gestures are 'usually movements of the hands and arms.. .closely
synchronized with the flow of speech' (McNeill 1992, 11). Hands generate a wide range
of movements, from functional to expressive, and this leaves numerous applications for a
purely mechanical definition of gesture, creating a generalised view of gesture as
nonverbal behaviour. However, gesture is more than simply hand waving, and can reveal
much about the speaker's thoughts, as well as their words. According to McNeill:
Gestures are like thoughts themselves. They belong, not to the outside world, but
to the inside world of memory, thought and mental images. Gesture images are
complex, intricately interconnected, and not at all like photographs. Gestures open
up a wholly new way of regarding thought processes, language, and the interaction
of people (1992, 12).
Gestures are ordinary in their daily application and extraordinary in their capacity for
visual expression. Gestures are a spontaneous part of communication, unconsciously
employed and rarely analyzed by the speaker. As Goldin-Meadow points out 'Gesturing
is part of talking. We don't need to think about gesturing in order to do it. All we need to
do is think about talking, and gesturing comes for free' (Goldin-Meadow 2003, 242).
People use gesture every day without being aware of the communicative properties of this
expressive modality. However, actors can also become self-conscious of gestures in
performance, and not knowing what to do with their hands often results in excessive
hand-waving that is completely unrelated to the character or the text.
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In Language and Gesture, McNeill emphasizes that in the process of communication
gestures 'are among the active participants — they play a part in the interaction and help to
shape it, and the interaction, in turn, helps to shape them' (McNeill 2000, 11). The
gestures used in Chapter Seven provided the actor with a physical connection to their
imagination, rendering visible the inner world of the character and allowing each to affect
and be affected by the other. Gestures are flexible in their application and provide a range
of expression from the pragmatic to the abstract. Speakers use gesture to describe or,
locate, or orient objects in conversation (2000); The gestures used by a narrator indicate
to the listener the narrator's perspective within the story; gestures also provide a means of
expressing abstract concepts that may not easily be articulated in words (2000).
3.2 Gesture and the actor
i.

Stanislavski, gesture and generalizations
The Viewpoints gesture classifications

i. Stanislavski. gesture and generalizations

For the actor, gesture provides a nonverbal vehicle for articulating the character to the
audience and also the opportunity to explore ideas about character from a physical rather
than analytical perspective during the rehearsal process.
While the text provides the actor with a starting point for the exploration of the character,
the physical development of the character is often not as vigorously examined as the
vocal delivery of the text. During the rehearsal the meanings of lines and phrases are
investigated, and the rhythm of the words is explored through different vocal
interpretations; a process not commonly employed with gesture in rehearsal even though
as McNeill points out:
Utterances possess two sides, only one of which is speech; the other is imagery,
actional and visuo-spatial. To exclude the gesture side, as has been traditional, is
tantamount to ignoring half of the message out of the brain (2000, 139).
While McNeill is not referring to the actor's process of character development the same
observation can be attributed to the traditional rehearsal processes of Western theatre that
are often time constrained, and rarely allow actors the luxury of physical experimentation
beyond 'blocking' or planning the essential movements within the play. Where the actor
moves their body within the performance space is of interest to the director and
performer, as stage blocking is negotiated and mapped out through the course of the
play's development. However, the way in which the actor moves their body in the
performance space is more commonly scrutinized in terms of body language and building
a nonverbal vocabulary of physical habits for the character. While gesture is undoubtedly
a part of this physical vocabulary, we might ask what role does it play in the creative
process of exploring the character?
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Stanislavski recognized the creative possibilities of gesture as a means of physically
communicating the subtext of the character during the silences between the character's
words. According to Moore, Stanislavski believed that, 'The logic of a person's physical
actions, gestures of the body, gives us an understanding of his inner experiences' (Moore
1984, 55). Camicke describes two of Stanislavski's later theories, known as the 'Method
of Physical Actions' and 'Active Analysis' (Camicke 2000), which Merlin refers to as
`psychophysical' forms of actor training (Merlin 2001, 27). These theories shifted the
focus to using physical action as the primary means of developing a character, however
there is no clear definition of where gesture fits into this creative process. Gesture is
included as a form of physical action rather than a specific tool for creative exploration.
McNeill points out the error of such generalizations:
'Many authors refer to all forms of nonverbal behaviour as "gesture", failing to
distinguish among different categories, with the result that behaviours that differ
fundamentally are confused and conflated' (McNeill 1992, 37).
This confusion stems from a single label being applied to a range of physical movements,
obfuscating a specific definition of gesture. In order to explore the possibilities of a
physical gesture it is important to understand the parameters of the physical act, as well as
the context in which it occurs.
ii The Viewpoints' gesture classification

Actor training methodologies such as The Viewpoints recognize the need for specificity
when working with gesture, and separate gesture into the categories of behavioural and
expressive (Bogart & Landau 2005). This offers a simple structure for observing
differences between behavioural gestures including 'scratching, pointing, waving,
sniffing, bowing, saluting' (2005, 9), and the more abstract expressive gestures that
provide an understanding of the inner world of the character (2005). According to Bogart
and Landau 'Behavioural Gestures are prosaic and Expressive Gestures are poetic' (2005,
49). Although not mentioned by Bogart and Landau, a third category, referred to as
cultural gesture, also exists in the Viewpoint of Gesture. According to Zen Zen Zo
Physical Theatre Company these gestures convey meaning in the absence of words and
are created for, and attributed to, a specific community, nationality, religion, or social
group (L Bradley 2006, pers. comm. 10 Jan).
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These definitions provide a context for the performance of the gesture, and make the
actor aware that even the smallest movement holds meaning for an audience. According
to these definitions, some gestures (saluting, for example) could arguably belong to more
than one gesture category, as they display attributes of more than one definition (in the
case of saluting both behavioural and cultural attributes are displayed). However, while
Viewpoints categorizes the types of gestures that are produced, the physical act of
gesturing is viewed in general terms as
A movement involving a part or parts of the body...made with the hands, the arms,
the legs, the head, the mouth, the eyes, the feet, the stomach, or any other part or
combination of parts that can be isolated' (Bogart & Landau 2005, 9).
The Viewpoints gesture categories and other theatrical definitions are helpful because
they give insight into how we use gesture both in literal and abstract ways. A more
detailed range of definitions are offered by sociolinguistic gesture studies in the form of
`Kendon's Continuum' (McNeill 1992).

3.3 Gesture classification and Kendon's Continuum
Kendon's continuum was devised by McNeill as a way of arranging different gesture
types, previously defined by Kendon, along a continuum according to their idiosyncratic
attributes (McNeill 2005). Kendon observed the imagistic nature of gesture when used in
conjunction with speech, and the language-like attributes that gesture acquires when used
in the absence of speech (Kendon 1997). In this way 'gesture, as a medium of
expression, could assume different properties, depending upon the communicative
demands that were laid upon it' (1997, 104). The different gesture categories identified
on the continuum range from spontaneous speech-dependent gestures, or gesticulations,
through to language-like gestures that are performed in place of speech (McNeill 2005).
Kendon's continuum (pictured below) provides a visual representation of how different
types of gestures may be grouped according to particular properties.
Kendon's Continuum (Kendon 1988)
Gesticulation — Speech-linked Gestures — Emblems — Pantomimes — Signs
(McNeill 1992)

At one end of the continuum are gesticulations which McNeill defines as 'motion that
embodies a meaning relatable to the accompanying speech...Gesticulation is by far the
most frequent type of gesture in daily use, and it covers may variants and
usages' (McNeill 2005, 5). Gesticulations are idiosyncratic and spontaneously produced
at the moment of speaking, and dependent upon the presence of speech to give context to
the meaning of the gesture (2005).
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Further along the continuum are what McNeill calls 'speech-linked gestures', which are
similar to gesticulations in their dependence upon the presence of speech to gain
meaning. However, in this instance the speech accompanying these gestures is also
reliant upon the gestures to complete the meaning of the speech, and in this way the
gesture becomes a grammatical part of the sentence (2005). In the sentence "Sylvester
went [gesture of an object flying out laterally]" '(McNeill 2005, 5), the gesture gives
visual information about the nature of the movement described thereby completing the
unspoken meaning of the sentence. Many parents would argue that this type of gesture is
a constant companion of the contemporary teenage vocabulary, creating a visual grammar
for phrases such as "And then he went [gesture]" or "it was like [gesture], you know?".
When Kendon's continuum was originally published in 1998 'speech-linked gesture' was
referred to as 'language-like gesture' (McNeill 1996), however both categories retained
the same definition.
Next on the continuum are 'emblems' or gestures that are stable in form and can be
understood without the need for accompanying speech. Emblems are conventionalized
gestures that are stable in form and meaning, creating 'complete speech acts in
themselves' which serve to 'regulate and comment on the behaviour of others, reveal
one's own emotional states, make promises, swear oaths, etc.' (McNeill 1992, 64). One
example of this gesture category is the 'okay' gesture, where the thumb and first fmger
create a circle while the remaining fingers extend upwards. Emblems may also be used
to 'salute, command, request, reply to some challenge, insult, threaten, seek protection,
express contempt or fear' (64).
The last two categories represented on the continuum are similar in that both are
performed in the absence of speech. 'Pantomime' is a familiar form of gesture described
by McNeill as 'a gesture or sequence of gestures conveying a narrative line' (McNeill
2005, 5). Although pantomime uses gestures that are recognizable without the presence
of speech, the sequence of gestures does not follow grammatical structure, and in this
way is distinctively different from the final category of 'signs' or sign language. The
most conventionalized in form, signs are 'lexical words in a sign language (typically for
the deaf)' (5) involving codified gestures that adhere to a particular linguistic structure,
belong to a specific vocabulary, and can be combined grammatically to communicate
meaning without words (2005).
At the extremes of the continuum gesticulation and sign language remain constant,
however the categories of pantomime and emblems are arguably interchangeable
depending upon whether the focus is on the presence of speech with the gesture, or the
linguistic properties of the gesture (7). McNeill discovered that 'gestures combined with
speech lack linguistic properties' (9) which explains the idiosyncratic nature of
gesticulations, while at the other end of the continuum the absence of speech created
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gestures that were more language-like in structure (2005). The visual representation of
the different gesture types along Kendon's continuum offers a concise method for
locating a specific gesture definition that can be applied to this project. It is interesting to
note the different perspectives between theatrical and sociological definitions of gesture.
In theatrical terms, gesture is usually associated with movement training and the
physicality of the actor, while in sociolinguistics the focus is on the connection between
gesture and speech. The connection between gesture and speech is explored in more
detail in Chapter Seven.
3.4 McNeill's gesture definitions

McNeill focuses on the gesticulation and speech-linked gesture end of the continuum, and
he sub-categorises these gestures into beats, iconics and metaphorics (McNeill 1992).
While all of these gestures are spontaneous and occur with speech, they are distinguished
by their structure and whether they are imagistic or non-imagistic (1992). McNeill
classifies iconics and metaphorics as imagistic and describes them as being 'often
triphasic (preparation-stroke-retraction), while the non-imagistic type, the beat, is
biphasic' (1992, 78). While these gestures are produced spontaneously, they serve
different functions and may be separated according to their movement structure and level
of expressiveness. The simplest form of gesture is the beat, a spontaneously performed
gesture used to emphasize the speech it accompanies:
A typical beat is a simple flick of the hand or fingers up and down, or back and
forth' the movement is short and quick and the space may be the periphery of the
gesture space (the lap, an armrest of the chair, etc.). The critical thing that
distinguishes the beat from other types of gesture is that is has just two movement
phases — in/out, up/down, etc. Iconics and metaphorics typically have three phases
— preparation, stroke, and retraction' (1992, 15).
While not necessarily an expressive gesture that 'provides discernable meaning' (80), the
beat is more than just hand waving as it emphasizes important information to the listener
by highlighting the structure of the spoken narrative when 'introducing a new character,
summarizing the action, introducing new themes etc.' (15). This emphasizes the need for
the actor to be aware of what they are doing with their hands during performance because
even the smallest movements denote meaning for the audience.
The other two types of gesticulations, iconics and metaphorics, are closely linked in their
spontaneous and expressive production. Both iconics and metaphorics share the same
structural attributes and are only differentiated by the type of information they express.
McNeill describes both gestures as imagistic and triphasic, or having three distinct
movement phases.
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However, according to McNeill iconics 'accompany utterances that depict concrete
objects and events and fulfill a narrative function' (20) while metaphorics 'present an
abstract idea rather than a concrete object or event' (14). An example of an iconic gesture
would be to accompany the phrase 'I caught a whopper of a trout' with a gesture spacing
the hands wide apart in order to illustrate, in physical terms, the size of the fish. In
McNeill 's studies a speaker grasps an imaginary tree while recounting the events of a
comic book story in which 'a character bends a tree back to the ground' (12).
While the iconic gesture is a representation of a graspable object or event, a metaphoric
gesture expresses abstract concepts, for example love or freedom. According to McNeill,
metaphorics present 'an image of the invisible — an image of an abstraction' (14).
Gestures of this kind also differ from iconics in their idiosyncratic production. They are
different 'not only culturally, but also individually' (163) and offer the speaker a unique
form of expression which 'can give rise to quite different looking gestures' (163) for the
same image. This is similar to the idiosyncratic nature of acting where no two actors will
physically represent the same character in the same way. Metaphoric gesture can be used
in character development as a means of re-framing the character in order to explore their
inner world from a different perspective.
3.5 Metaphoric gesture and imagery
In Metaphors We Live By George Lakoff and Mark Johnson describe metaphor as
'understanding and experiencing one kind of thing on terms of another' (Lakoff &
Johnson 1980, 7). They expand on this simple definition in Philosophy in the Flesh: The
Embodied Mind and Its Challenge to Western Thought by pointing out that 'Conceptual
metaphor is pervasive in both thought and language. It is hard to think of a common
subjective experience that is not conventionally conceptualised in terms of
metaphor' (Lakoff & Johnson 1999, 45). These concept metaphors develop from our
physical experience of the world and meaning is therefore 'grounded in and through our
bodies' (1999, 6).
According to Lakoff and Johnson 'all of us who gesture spontaneously during speech,
and most of us do, unconsciously use the conceptual metaphors in shaping our
gestures' (1999, 87). The actor can develop an embodied knowledge of their character by
using gesture to physically experience the imagery of abstract concepts. Without the
richness of metaphor abstract concepts such as love would become expressively
emaciated in their literal interpretation, offering meanings that are poorly prosaic instead
of profusely poetic (1999).
McNeill's definition of metaphoric gesture provides a framework for exploring abstract
ideas relating to the character by externalizing imagery through gesture and bringing the
imagination into the 'transient now' (Merlin 2001, 129) of the performance space. This
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embodiment of imagery through gesture creates tangible connections for the actor
between what they imagine as they are saying the words and what they experience
physically as the words occur. Or, as Goldin-Meadows simply puts it, 'hooking word to
world is easier for speakers when they can use their hands' (Goldin-Meadow 2003, 166).
Because gestures convey meaning visually and are not limited by linguistic rules, their
meaning is global and immediately accessible, whereas speech relies on 'codified words
and grammatical devices' to create meaning (2003, 25).
McNeill points out that linguistic rules segment language and combine the segments in a
linear way in order to create meaning, ensuring that 'What might be an instantaneous
thought is divided up and strung out through time' (McNeill, 1992, 19). However,
gestures are global rather than linear, that is they do not segment into meaningful parts
because the meaning is derived from the whole gesture (1992). Also, unlike language,
gestures do not need to be combined in order to create meaning and McNeill points out
that 'two gestures produced together don't combine to form a larger, more complex
gesture' (1992, 21). While a number of meanings can be attributed to a single gesture, the
context and meaning of the gesture is defined, at the moment of production, by the
language it accompanies.
Indeed, the important thing about gestures is that they are not fixed. They are free
and reveal the idiosyncratic imagery of thought. Yet, at the same time, such
gestures and the images behind them coexist with speech. They are tightly
intertwined with spoken language in time, meaning, and function; so closely linked
are they that we should regard the gesture and the spoken utterance as different
sides of a single underlying mental process (1992, 1).
Gesture creates a physical experience of the text by creating a combination of expressive
modalities that 'work together to more richly specify the same object' (Goldin-Meadow
2003, 25). The combination of speech and gesture adds colour and dimension to the
performance of the text by incorporating a physical representation of the unseen imagery
underlying the spoken words.
Comparing speech to gesture produces an effect on our understanding of language
and thought something like the effect of triangulation in vision. Many details,
previously hidden, spring out in a new dimension. Rather than causing us to slice a
person analytically into semi-isolated modules, taking gesture into account
encourages us to see something like the entire person as a theoretical entity — his
thinking, speaking, willing, feeling, and acting, as a unit (McNeill 1992, 11).
Michael Chekhov observed that in order to know 'the whole' the actor must be aware that
'every action, every piece of stage business, every speech, has a beginning, middle and
end which needs to be clearly defined, however subtly' (Hodge 2000, 89). This basic
structure can be applied to gesture and correlates with the three movement phases of
preparation, stroke, and retraction (McNeill 1992). By re-labelling the movement phases
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of the gesture as beginning, middle, and end, the gesture acquires a more expressive
rather than mechanical energy. However, the term 'middle' is limiting when applied to
the complex stroke phase of the gesture, and does not take into account the climactic
nature of the movement. The triphasic structure of the gesture is not a rigid structure of
movement, but a more organic sequence of rhythmic possibilities. A more expressive and
flexible definition can be found in the work of Zeami Motolciyo (1363 —1443), described
by Lorna Marshall in The Invisible Actor as one of the founders of Noh theatre (Oida &
Marshall 1997).
3.6 Triphasic gesture and the 'Jo Ha Kyu' of Zeami Motokiyo

According to Marshall, Noh theatre developed during the fourteenth century and was
formalised by Zeami as a highly stylised performance genre, consisting of the both the
melancholic Noh and the more comedic Kyogen plays (1997). Zeami wrote a number of
treatises on acting that were 'handed down in secret, within the families of Noh
theatre' (1997, 31). Known as the 12 Treatises for the Theatre Zeami's writings clarify
and codify the theories of acting developed from his own observations as a performer.
One of Zeami's concepts, which is consciously integrated into classical Japanese
performance, involves an organic rhythm known as 'Jo, Ha, Kyu', a natural pattern
which, ironically, is also subconsciously used by many Western actors (1997, 32).
In On the Art of Noh Drama, J. Thomas Rimer explains Zeami's concept of Jo, Ha, Kyu
as 'the fundamental rhythm basic to the noh, and, as he points out on several occasions, to
all of nature itself. Zeami categorizes this basic rhythmical movement as jo
(introduction), ha (breaking), and kyu (rapid), a gradual increase of pace from slow to
fast' (Rimer & Yamazaki 1984, xxiii). Although this was not a new concept, Zeami is
believed to be the first to apply the concept 'as a metaphor for the deepest psychological
movement inherent in a successful theatrical experience' (Rimer & Yamazaki 1984,
xxiii). While Jo, Ha, Kyu can be loosely translated as 'beginning, middle, end' this
oversimplified terminology does not accurately translate Zeami's idea.
This rhythm of Jo, Ha, Kyu is quite different from the Western idea of 'beginning,
middle, end' since the latter tends to produce a series of 'steps' rather than a
smooth acceleration. In addition, the concept of 'beginning, middle, end' usually
only refers to the dramatic structure of the play, while Jo, Ha, Kyu is used to
support every moment of a performance as well as its structure. In Japanese
theatre, each play has Jo, Ha, Kyu, each act and scene has Jo, Ha, Kyu, and each
individual speech will have its own internal Jo, Ha, Kyu. Even a single gesture
such as the raising of an arm will commence at a certain speed and end at a slightly
faster rhythm. The degree of shift in tempo is so slight as to be invisible, but it is
always there (Oida & Marshall 1997, 31).
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Rimer suggests that there is no exact translation in English to comprehensively illustrate
Jo, Ha, Kyu, however he does offer an additional translation of 'introduction, exposition,
denouement' which implies a more dramatic structure (Rimer & Masakusu 1984, 20).
The momentum of the performance is driven by the Jo, Ha, Kyu, which gradually
accelerates from the Jo until the climax is reached at the Kyu, slowing down only
momentarily before beginning acceleration again (Oida & Marshall 1997).
While this does not directly correlate with McNeill's triphasic structure of gesture
production, there are striking similarities that need to be clarified in order to relate
Zeami's concepts to the practical work of this project. The 'preparation' of the gesture, as
the hands begin moving through space, provides the starting energy of the Jo. As the
hands begin the 'stroke' phase of the gesture and physicalize the imagery, the quality of
movement changes, becoming more complex as the meaning is shaped. This matches the
shift between the energy of the Jo and the breaking of this energy in the Ha. After the
completion of the 'stroke' phase, the hands move into 'retraction', which suggests a
resolution of both movement and meaning. This resolution is the Kyu, or denouement,
which suggests a response to, or resolution following a climax rather than the climax
itself. Rimer offers a practical example of Jo Ha Kyu applied to the voice, which
illustrates this separation.
In everything, a thorough knowledge of the principle of jo, ha, and kyu is
paramount. Even in terms of the individual syllables themselves, even one syllable
can be said to provide an exhibition of this relationship...Generally speaking, the
moment of silence before the person speaks should constitute the jo, the word o
itself constitutes the ha, and that moment after the actor's voice stops constitutes
the kyu (Rimer & Yamazaki 1984, 205).
When the example is applied to gesture, the Ha occurs at the stroke phase of the gesture,
or the point at which the meaning of the gesture is shaped, while the Kyu coincides with
the retraction phase. This separation suggests that the climax occurs somewhere between
the change of energy at the Ha, and the resolution of the Kyu. The ebb and flow of
movement around the moment of climax shapes the rhythm of the gesture and creates
dramatic tension. How the actor engages with, and responds to the moment of climax is
variable and infinitely interesting to observe. This re-interpretation of Jo, Ha, Kyu does
not necessarily affect the tempo-rhythm demanded by Zeami, as the resolution may still
follow a rapid tempo. A range of tempo rhythms are explored in the practical gesture
work, in order to determine which rhythm works more organically, or 'feels right' to the
actor. The results of these exercises are discussed in Chapter Seven.
While the actual execution of the gesture occurs on the stroke phase, McNeill includes
the movement into and out of the gesture as part of the overall shape. Similarly, in the
previous example, Zeami includes the silence around the spoken word as part of the
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rhythm of the performance. In the same way, the rhythm of the whole gesture will affect
and be affected by the transitions into and out of the stroke phase. In the individual
gesture work detailed in Chapter Seven, this inclusion focused the attention of the actor to
their quality of movement occurring before the climax, and their response after the climax
had occurred.
Examining the detail of gesture production allows the actor to develop an awareness of
the quality and rhythm of the movement, and how the gesture evolves from imagery to a
physical expression of the text. When the creative focus of the actor is directed towards
the specificity of the movement, the actor can explore the character's emotional response
to imagery without resorting to psychological self-indulgence. This awareness clarifies
the creative choices made for the character, ensuring that the physical vocabulary
developed in rehearsal is not simply an unconscious representation of the actor's own
physical habits.
In order to develop this awareness it is necessary to separate gesture from speech in the
initial stages of the practical work in this project, and focus on the conscious production
of gesture, rather than allowing it to occur spontaneously. This approach deviates slightly
from McNeill's definition of metaphoric gesture as a spontaneous co-expressive of
speech, and it could be argued that a consciously produced and repeated gesture is more
emblematic than metaphoric. However the crucial attribute of spontaneity is maintained
at different points throughout the practical process.
In the initial exploration the gesture is spontaneously produced, but this spontaneity is
lost in the repetition and refinement of the gesture. However, once the triphasic shape of
the gesture is established, changes are introduced to the structure of the gesture, creating a
new rhythm with which the actor can spontaneously engage. Finally, the gesture is recombined with speech and produced with different structural combinations. The actor's
perspective of the text is changed by the re-combination of the speech and gesture, and by
experiencing new meaning spontaneously produced by this co-expressive act.
If McNeill's definition is strictly applied to theatrical performance, then any gesture
produced within a rehearsal process or a performance would be defined as emblematic.
This produces a conundrum for the actor who must produce and repeat rehearsed stage
movement in the 'transient now' of performance as if experiencing it for the first time.In
sociolinguistic studies of gesture, this is not an issue because the focus is usually on
gesture production in naturally occurring conversational contexts rather than in a
rehearsal situation with a prescribed text. The challenge for the actor is in finding
physical and vocal spontaneity with each repetition of a familiar text.
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In Directing with the Viewpoints, Joan Herrington refers to this type of structured
exploration as 'informed spontaneity' a concept that allows for a combined approach of
text analysis and improvised exploration (Herrington 2000, 159). In the Viewpoints the
actor is encourages to find freedom within form and embrace the unexpected (2000).
Similarly, within this project, structure is used to identify the function of gesture, while
improvisation is used to explore the creative possibilities of this structure.

3.7 Gesture and cognitive change
As Kier Elam points out in The Semiotics of Theatre and Drama, the function of gesture
in performance is 'to indicate the intentionality of a given utterance' (Elam 1980, 75);
however, far more 'interesting collisions' (Moore 1984, 63) are created when the
information offered by speech is different to what is represented in the gesture. For the
actor, this contradictory information results in a momentary imbalance, as they search for
a new meaning to reconcile the disparate expressions. This imbalance is dramatically
interesting and illustrates that for the actor 'the truth does not exist as one thing; rather, it
is a tension between opposites' (Bogart 2005,11). This pushes the boundaries of what is
known, and the energy of the actor becomes more focused as they engage with the
unfamiliar. The most common example of this imbalance is the moment during a
performance when something goes wrong on stage. As the actor's eyes widen in terror
the energy and focus become heightened and the action on stage becomes incredibly
engaging to watch as the actors struggle with the imbalance of not knowing what will
happen in the next moment. Bogart believes that this imbalance is essential for creativity
to manifest:
Art begins in the struggle for equilibrium. One cannot create from a balanced
state. Being off balance produces a predicament that is always interesting on stage.
In the moment of imbalance, our animal instincts prompt us to struggle towards
equilibrium and this struggle is endlessly engaging and fruitful (Bogart 2001,
130).
Some directors, like Bogart, intentionally work towards this imbalanced state by creating
'incongruities between the physical movement and the spoken word' (Herrington 2000,
162). In this project the structure of the practical work encourages unexpected
combinations of gesture and speech in character development in order to stretch the
boundaries of assumed knowledge. Incongruities between gesture and speech evolve new
meaning, and change the way the actor views their character. This suggests that gesture
is not only a vehicle for exploring imagery, but also a way of generating change through
the discovery of new ideas.
This discovery is an exploration of Goldin-Meadow's question 'Do new ideas come first
in gesture regardless of domain?' (Goldin-Meadow 2003, 244). While Goldin-Meadow
focuses primarily on spontaneous gesture production in naturalistic learning situations,
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her research into how gesture affects thought can be applied to the rehearsal process. In
particular, Goldin-Meadow acknowledges the importance of gesture-speech mismatch in
creating cognitive change.
If, as Bogart puts it, 'The words are explained to the audience by the condition of the
body' (Bogart 2007, 21) then gesture does more than simply support speech, it also
provides an insight into what the speaker is thinking as well as feeling (Goldin-Meadow
2003). According to Goldin-Meadow 'gesture offers a better vehicle for encoding
imagistic information' (2003, 240) because the visuo-spatial format allows speakers to
more freely convey 'substantive ideas' in the form of whole images that would be
difficult to break down linguistically and express in speech (243). This could be
information that is visuo-spatial in nature and therefore more laboriously represented by
speech, or new concepts that are known intuitively rather than logically and are therefore
difficult to put into words. In these situations gesture lightens the cognitive load thereby
`allow[ing] speakers to do more with what they've got and, in this way, can lead to
cognitive change' (2003, 167).
The differences between the two modes of expression ensure that 'word and gesture do
not convey identical information' but instead combine to create a multi-dimensional
representation of the object expressed (2003, 25). Instances where the information
offered by gesture is similar to what is expressed in speech are referred to by GoldinMeadow as "gesture-speech matches", while a representation of different information is
regarded as a "gesture-speech mismatch" (2003, 26). However, the term mismatch can
be interpreted as negative which is not the definition intended by Goldin-Meadow:
For many, however, "mismatch" also brings with it the notion of conflict, a notion
that I do not intend. The pieces of information conveyed in gesture and in speech
in a mismatch need not conflict, and in fact they rarely do. There is almost always
some framework within which the information conveyed in gesture can be fitted
with the information conveyed in speech (2003, 26).
Goldin-Meadow observes that, 'Sometimes gesture is absolutely essential for the spoken
sentence to make sense' (2003, 35) and cites an example from Kendon (1985) of a
gesture-speech mismatch involving a conversation between a husband and wife about
their children's activities. The husband asks the question "They made a cake, didn't
they?" but accompanies the words with a gesture indicating the garden. This changes the
context of the question and implies that the cake in question is actually a garden-variety
mud-cake (Goldin-Meadow 2003, 35). In this instance the gesture gives visual
information not found in the speech that completes the meaning of the utterance.
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In a learning situation, gesture provides the means to "sneak in" new, undeveloped, or
even half-baked ideas without having to logically justify them (2003, 186). This makes
gesture an ideal tool for the rehearsal process, which is arguably a learning environment,
as the actor can take the opportunity to act on intuition and explore ideas relating to their
character without judgement.
Gesture may be an ideal place to try out inchoate, untamed, and innovative ideas
simply because those ideas don't have to fit in. Much experimentation may take
place, and remain, in gesture, never reaching the conventionally shared spoken
system (2003, 186).
In this way, gestures are 'stepping-stones' that allow the learner to progress through a
variety of problem-solving strategies (Goldin-Meadow 2003, 67). Similarly, gesture
becomes a creative strategy for the actor in developing character through exploration of
different imagery. In situations where a gesture-speech mismatch occurs, the meaning
may or may not prove useful for the character, but by producing a mismatch the actor
may be 'forced to confront, and perhaps resolve, the multiple ideas that he or she is
expressing within a single response' (2003, 131).
3.8 Gesture-speech mismatches and subtext
Stanislavski believed that 'An action is not artistic without a subtext' (Moore 1984, 71),
and the artistic merit of gesture is apparent in the expressive application of gesture-speech
mismatches in creating subtext. By consciously introducing gesture-speech mismatches
into the exploration of the text, the actor can work with informed spontaneity to clarify
character choices and develop the complex and often contradictory layers of the
character. Mismatches provide surprising moments of revelation for the actor,
encouraging them to work with possibilities rather than assumptions in developing the
nuances of character. The contradictions between what is said and what is seen provide a
rich source of intriguing subtexts for character development. As Stanislavski points out
'Gestures of the body which externally reveal subtext, in contrast to text, build dramatic
and comic effects' (Moore 1984, 72).
Gesture is an interpreter of imagery, giving colour to the words of the text by expressing
what lies between the lines of the character. In order to effectively explore gesture in the
rehearsal process the actor needs to develop a physical awareness of gestures they use, as
well as a specific understanding of how gesture connects imagery to physical experience.
This will allow the knowledge of the character to be imagined and embodied.
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Although gesture may be a marginalized part of the actor's movement vocabulary,
traditionally relegated to 'seemingly light-weight, ephemeral, even comic' status, Kendon
points out that 'its study can contribute to our understanding of issues of general
importance such as symbol formation, the boundaries of language, and communication
practice' (Kendon 1997, 123). However gesture is more than a function of
communication, it is a creative process for generating new meaning in character
development.
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Chapter 4: Actor training methodologies: Are you an innie or an outie?
4.1 The experience of acting
In a sense, it is the sole mediator of human experience. It is our body that climbs
the mountain, whispers in another's ear, trembles with excitement, notices the light
change, grips the bag, tenses with fear, laughs with delight. It is our body that
actually lives our life. Our mind may plan, and process, and recall, but it is the
body that directly experiences the reality of the world (Marshall 2002, xii).
Acting is experiential and cannot be theoretically learned. In fact, some, like playwright
David Mamet, believe that acting cannot be taught at all, and that formal training in
acting technique is 'as useless as teaching pilots to flap their arms while in the cockpit in
order to increase the lift of the plane' (Mamet 1997, 12). However, as Brook points out
'no text can ever "speak for itself' (Brook 1993, 109) because the meaning of the text is
created and expressed to the audience 'by the condition of the [actor's] body' (Bogart
2007, 21). Therefore, it is important for the actor to be aware of what they are doing with
their body onstage because what is said gains meaning from what is seen.
The actor needs to develop a heightened sense of physical awareness because, as Mary
Fleischer observes, 'Our connection to the performer is a kinaesthetic one, as we watch a
body not unlike our own breathing and held in space, still in a dynamic relationship to
gravity' (Fleischer 2002, 27). According to Bogart, Tadashi Suzuki stated that 'There is
no such thing as good or bad acting, only degrees of profundity of the actor's reason for
being on stage' (Bogart 2001, 119). In order to create a dynamic stage presence the actor
needs to find a way of connecting the body to the imagination in order to express the
inner life of the character.
Awareness brings choice and allows the actor to develop a physical vocabulary for the
character rather than unconsciously recreating their own physical idiosyncrasies on stage.
Actors are often encouraged to begin character development from a neutral physical state,
however it is impossible to eradicate personal physical habits and the actor simply ends
up layering one set of habits over another creating a performance that lacks clarity.
Physical habits may be inescapable, but if the actor is aware of their habitual body use
they can consciously choose to either change or include these habits as part of the
physicality of the character. In Sitting and Talking... about Movement, Catherine Marrion
emphasizes the need for acting students to create their own repeatable process for
physical transformation.
Authentically motivated choices are not always theatrically informed choices.
Some students are very good at being themselves but resist developing a process
for physical transformation that is visible, repeatable and contextually appropriate
(Marrion 2002, para. 2).
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This is where a learning environment, which could arguably include rehearsals as well as
formal classes, offers the actor an experimental safe haven where such a process can be
developed without fear of critical judgment or bad reviews. Through this type of
exploration the actor can begin to build their own process for character development,
integrating different elements into their personal actor toolkit.
Another advantage of this type of environment is the opportunity to focus on the process
of character development, rather than the end product of the performance. The path to
performance should be an exploration of creative choices, focusing on what is possible
rather than the limited vocabulary of what is expected. Actors strive to work
spontaneously or 'in the moment', to create a moment of connection with the text which,
ironically, only lasts momentarily in performance. This momentary culmination of the
actor's work may seem rather disheartening, however, it is the creative journey towards
performance that informs and refines our practice. The unexpected discoveries that occur
during the rehearsal process are often more spontaneous, more connected and simply
more interesting than an expected outcome.
4.2 There is no pure acting theory
While there are many different training methodologies available to instruct the actor on
character development there is no pure theory of acting. This is because acting is an
experiential, and therefore subjective process, where the participant learns through
practical engagement with technique. Theory can explain techniques and exercises aimed
at developing awareness and responsiveness, but it is only through practice that actors
learn to act. Merlin emphasizes that 'Doing it was the key to understanding it' (Merlin
2001, 18) but also observes the difficulty in applying theory to living, breathing and often
unpredictable actors:
To some extent, they illustrate the fact that the difficulty with acting is that you're
using your own self as your basic raw materials, and those raw materials are in a
constant state of daily flux and development. Therefore, there can be no hard-andfast implementation of exercises or ideas: what works on one occasion may not
work on another (2001, 231).
In traditional Western actor training, theory is taught subjectively as an interpretation of
the theory influenced by the acting experiences of the teacher. Acting teachers will
usually gravitate towards methodologies that they have experienced and integrated into
their own acting process. The methodologies most commonly taught to Western acting
students originate from the Stanislavskian tradition, which is arguably the most
comprehensively documented theory of acting derived from Stanislavski's own
experiences as an actor and director. Stanislavski's work is observational rather than
dogmatic and in An Actor Prepares (1936) the process of acting is represented as a
narrative within what Floyd Rumohr describes as 'a fictional classroom, to portray, rather
40

than explain, the process of acting' (Rumohr 2002, 16). The characters within his
writings are acting students who explore, challenge, and experience his 'assumptions
about acting' (2002, 16). In the same way that a play script is intended for performance
rather than reading, Stanislavski's systematized acting theories exist to be experienced
rather than discussed, because as Carnicke wryly observes 'Acting, like riding a bicycle,
is easier to do than explain' (Camicke 2000, 16). It is through practical engagement with
the exercises that the actor develops an understanding of the theory.
Stanislavslci focused on the 'immediacy of performance and the presence of the
actor' (2000, 17) and his work evolved greatly over the course of his life as he
experimented with different ways of creating emotional truth in performance. The
progression of Stanislavski's theories suggests that acting methodologies are theoretically
dynamic, rather than static, and evolve through practice. Stanislavski's extensive work
'collects and codifies the principles of human creativity necessary to the actor' (Rumohr
2002, 18) and much of his work has since been adapted and developed into new actor
training methodologies. Indeed, as Carnicke points out in Stanislavski in Focus, it is
difficult to identify a form of Western actor training that has not been directly or
indirectly influenced by the lore of Stanislavski (Camicke 1998). However, Merlin
contends that the lore of Stanislavski has now become the lore of the contemporary actor
through the constant exploration and development of his theories; a necessary progression
that prevents 'method becoming museum' (Merlin 2001, 6). Even Stanislavski changed
the focus of his investigations radically during the course of his life, from working with
the psychologically driven affective memory, to the psycho-physical Method of Physical
Actions.
Many new developments in Western actor training including Lee Strasberg's
re-interpretation of affective memory and Michael Chekhov's retaliation against Realism,
occurred in response to a perceived need that was not adequately addressed within current
methodologies. They extended upon existing theories, forming new combinations of art,
science and spirituality aimed at enlightening the actor and invigorating the acting
process. Stanislavski's work is the common foundation from which changes in Western
actor training often develop and it seemed pertinent to investigate what already exists and
see how the structure of his theories could help to build the practical component of this
project. To situate this project within the scope of Stanislavski's work it is necessary to
define the oppositional theories of 'affective memory' (Merlin 2001) and the 'Method of
Physical Actions' (2001), and ask Jill Mackavey's question 'Are you an "innie" or an
"outie"?' (Mackavey 2002, 199).

41

4.3 An `innie' or an `outie? Two approaches to character work
Mackavey's rather irreverent question refers to two very different approaches to acting
and character development (Mackavey 2002). The `innie' favours the internal,
psychological approach to investigating the life of the character, while the `outie' tends to
work from the outside in, developing the character from physical experience (2002). The
method of choice for the `innie originates from Stanislavski's work with affective
memory and is most commonly known as the Method (or Method acting); while the
external approach of the `outie' practitioner is better suited to Stanislavski's Method of
Physical Actions. While the two methods are oppositional in terms of process, they share
a common goal: to create performances that are physically and emotionally authentic and
connected to the transient now of performance. While each methodology has its
devotees, most actors will develop their own process of working that is a combination of
both, and other techniques. There are many roads to Rome, and as Landau suggests, the
journey of the actor should explore every one:
I believe not in the superiority of one process over the other but in both, together,
fighting, alternating, informing. Inner psychology and outer form. Research the
piece and dream it. Learn as much as you can and let it go. Prepare and then
forget. Use everything available to you in the present moment (Landau 2005, 217).
While actors may be scavengers of process, they are gourmands of the imagination; and
the challenge for the actor is to express the inner life of the character with the vibrancy
and spontaneity with which it was first imagined.
4.4 Inside Out: Affective Memory and the Method
For the `innie', the inside out approach correlates with Stanislavski's process of affective
memory, also known as 'emotional memory' (Moore 1960, 42). Affective memory relies
upon the emotional memories of the actor to create the emotional life of the character.
Stanislavski believed that 'Just as your visual memory can reconstruct an inner image of
some forgotten thing, place or person, your emotion memory can bring back feelings you
have already experienced' (Stanislavski 1990, 55). By remembering previously
experienced emotions the actor would experience psychological changes in the present
moment (Merlin 2001). In fact, Stanislavski believed that affective memory was
potentially stronger than the original memory of an event, and cites an example of a man
who is calm in the face of danger 'yet faint[s] away when he recalls the memory of
it' (Stanislavski 1990, 56).
However, Merlin argues that using the remembered emotions of the actor draws the focus
away from the immediacy of the performance reality to a recalled event 'which might not
necessarily have anything to do with the action of the play' (Merlin 2001, 15). Repeating
these emotional memories can also become traumatic for the actor, depending upon the
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memory recalled, and the remembered emotions can lose their potency on repetition as
the actor gradually becomes desensitised. There is also a danger that the emotions
recalled can 'lead to a distortion of both the writer's original intention and of the actor's
creative emotions' (2001, 11), muddying intentions and leading to a diffuse performance.
According to David Krasner, Stanislavski's early work was re-interpreted by Lee
Strasberg, Stella Adler and Sanford Meisner, with each practitioner focusing on different
aspects of what came to be known as the Method, or Method acting (Krasner 2000, 128).
However, the most contentious re-development of affective memory was Strasberg's
Freudian interpretation which polarised opinion, from advocates who called Strasberg's
work 'the most effective technique for powerful acting' to critics who described it as 'an
unhealthy invasion of the actor's psyche' (Camicke 1998, 125).
According to Krasner, Method acting focuses on using the actor's personal experiences
and beliefs as a foundation for character development in order to create 'a complex
psychological being who generated layers of meaning in performance which lie beyond
easy comprehension' (Krasner 2000, 130). Krasner refers to Strasberg's (1965) claim that
repetition of the emotional recall exercise allows the actor to access emotions with greater
ease, making affective memory a tool to 'release emotions on stage' (2000, 136).
Strasberg's work with affective memory was intended for the rigors of theatre
performance, where the actor's emotions must be available repeatedly on a daily basis
(2000, 137) however this internal, psychological technique is arguably better suited to the
intimate nuances of film acting.
Krasner contends that the use of affective memory is misunderstood, referring to Hombys
(1992) argument that this type of work creates actors who 'lag behind the play, where
quick, drastic ebb and flow of action is common' (2000, 137). However, while Krasner
defends affective memory as a tool intended for rehearsal rather than performance (2000),
the internal focus of this work is not ideal for the creative process. Working
psychologically from the internal to the external effectively directs the energy of the actor
inward, creating introspective and potentially self-indulgent acting. The internal focus
makes it difficult to connect the actor's energy outward to the ensemble and the audience.
As Lloyd Williamson observes 'The actors have come to believe that they should be
emotional, with no obligation to process their experiences through a vulnerable,
receptive, and exciting instrument' (Williamson 2002, 163). Using personal memories to
provoke emotional response also creates the possibility that actors will simply end up
playing themselves on stage. Camicke observes that 'Placing oneself in the role does not
mean transferring one's own circumstances to the play, but rather incorporating into
oneself circumstances other than one's own' (Camicke 1998, 164). The creative process
of character development should be transformative for the actor, rather than simply
altering the character to accommodate the actor's emotions.
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Even if the actor's memories are integrated into the development of the character, the
emphasis on psychology denies the importance of the physical body in the creative
process. In order to create meaning for the audience (which is expressed through the
body) the actor has to recall and experience the remembered emotion rather than simply
responding to the on stage reality and allowing emotion to spontaneously occur. Merlin
(2001) contests the necessity of such a long-winded approach by referring to philosopher
William James' (1884) example of running from a bear. In his essay What is an Emotion,
James (1885) challenges the assumption that 'external stimulus — real or imaginary
arouses emotional response', or that meeting a bear generates a feeling of fear which
causes us to run (Merlin 2001, 14). James argued that the emotion is generated as a result
of our physical response to the external stimulus; or in other words we meet the bear and
run, and then experience fear in response to running away (2001, 14). Merlin extends
upon this argument in a theatrical context by applying the example to the process of
affective memory:
(1) I meet a theatrical bear; (2) I recall the moment in my life when I saw a real bear
and remember the details of all the sensory stimuli which surrounded that moment;
and finally (3), if my memory is sufficiently potent, I'll begin to experience the fear
towards the theatrical bear which I originally experienced towards the real bear, and
in that state of genuine re-experienced fear,! run. Phew! (2001,14).
This example highlights the difficulties for the actor in engaging with such a convoluted
structure, and Merlin notes that 'If in fact the natural sequence of biological activity in
emotion is stimulus/physiological reaction/emotion, then the use of affective memory on
stage does seem to be an extremely bizarre practice' (2001, 14).
Stanislavslci found the results of this earlier work disappointing and turned his attention
towards investigating new ways of connecting the actor to their emotions (Moore 1960).
In Stanislavski Changes His Mind Leslie Coger observes that Stanislavslci's focus shifted
from the psychological to the physical as he discovered that 'response to physical action
was a more effective way to communicate', rendering affective memory unnecessary
because the physical action of the actor stimulated the emotional response (Coger 1964,
67). Within this new methodology, known as the 'Method of Physical Actions' (Merlin
2001, 16), emotion was no longer 'the end-product of an acting technique' but rather the
'inevitable by-product' of the actor's experience (2001, 15).
4.5 Outside In: The Method of Physical Actions
The Method of Physical Actions offered a more balanced approach to acting that
combined analysis of the text with physical exploration. Camicke points out that 'the
emotional life may sometimes be more easily aroused and fixed for performance through
work on the physical life of the role, rather than through inner work' (Camicke 2000, 26).
In the Method of Physical Actions the actor identifies from the script 'the many external
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moves and strategies that the actor needs to carry out the overarching purposeful action...
necessary to the scene' (2000, 26) and develops the appropriate strategies into a score of
physical actions. The term 'action' is used to refer to 'what the actor does to solve the
problem set before the character [in] the given circumstances of the play' (2000, 24).
However, physical action is different to basic mechanical movement because as Moore
observes 'Physical action has a purpose; it has a psychology' (Moore 1960, 19).
Stanislavski believed that by engaging in purposeful physical action the actor would
experience 'something akin to the role's emotional life as a subsidiary effect' (Carnicke
2000, 25). Unlike the inward focus of affective memory, the physical actions focused on
connecting to, and affecting, a stage partner (Merlin 2001, 17). This technique gives
purpose to stage movement and clarified intentions through physical action. As
Mackavey explains, the actor's connection to the text is directly related to their physical
responsiveness.
Using various external stimuli in order to call forth an inner response, and to
heighten and develop inner responsiveness, is an indispensable way to generate
organic physicality in an actor. Experiences of this sort also create deep trenches in
the memory and forge surefire connections between stimuli, inner awakenings, and
dynamic expression (Mackavey 2002, 201).
The Method of Physical Actions focused on connecting the internal to the external in a
'truly psycho-physical technique, where body and psychology (brain, emotions, and
imagination) were mutually dependent' (Merlin 2001, 16). While the initial emphasis on
analysis and logical structure appeared creatively limiting when selecting appropriate
actions to include in the score of physical actions, the process was flexible and allowed
for a constant feedback loop of connection from text to action, and back again.
Unlike the extensive analysis of Stanslavski's earlier work, this method required only
brief analysis to identify the physical actions of the text before actors engaged the text
physically through silent improvisation of scenes, or what Camicke refers to as 'silent
etudes' (Camicke 2000, 26). The silent etudes were not pantomimic displays, but rather
'credible gestures and blocking that could conceivably be transferred to a spoken
performance' (2000, 27).
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This was a more holistic approach to character development that allowed for change and
growth, rather than 'superficially putting the character on like an overcoat' (Merlin 2001,
20). Actors used the silent etudes to explore their understanding of a scene, observing the
sensations produced, and progressively adapting the physical actions to more closely
represent the playwright's intentions (2001, 20). The script was the starting point for
discovering the physical actions, however the actors initially improvised the text before
they gradually 'found their own journey towards those words, rather than learning them
by rote' (2001, 20).
A misconception of the Method of Physical Actions is that the emphasis on physical
actions creates a need for constant movement, making actors feel they that they have to
be moving to create meaning. However, it was not Stanislavski's intention 'to emphasize
one part of the work at the expense of the other' (Coger 1964, 67) but rather find a way to
connect the body to the creative process.
Stanislavski realized that when an actor on stage executes only physical
movements, he violates the psycho-physical union and his performance is
mechanical, dead. And if the actor does not express his thoughts and feelings
physically, he is equally dead (Moore 1960, 18).
In the three years before his death in 1938, Stanislavski re-developed the Method of
Physical Actions into holistic technique for actor training and rehearsal, known as 'Active
Analysis' (Merlin 2001, 16). Merlin describes the essence of Active Analysis as
'practical research' where the actor is encouraged to develop an embodied knowledge of
the text by simply 'getting up and doing it' (2001, 152). According to Merlin, 'The
experience itself will give you the information you need to uncover the character;
experience involves the simultaneous and collaborative work of body, mind and
spirit' (152).
4.6 Active Analysis - Discovering through doing
Active Analysis is not a well-documented part of Stanislavski's work as he was too ill in
his final years to maintain written accounts of the technique's development (Merlin
2001). The available documentation is 'incomplete and fragmentary' (2001, 5), however
the technique was developed by students and colleagues of Stanislavski and continues to
evolve through the exploration and practice of each new generation of students. This oral
tradition has created variations on Stanislavski's work based on the subjective
experiences of those who now teach the technique (2001). Merlin points out the
necessity for this progression of theory 'Since society is in a state of continuous
development, so too is theatre, and so must any "system" be for getting inside
representations of human behaviour' (2001, 6).

46

Reconciling the differences between the theory and the practice of Active Analysis is
problematic because, 'Orally transmitted information is notoriously slippery' (Camicke
1998, 66). According to Merlin, 'the nature of "lore" is that it is based in practice rather
than in theory' (Merlin 2001, 5) and more insight can be gained from her personal
accounts of training in Active Analysis than from theoretical descriptions of the process.
Merlin experienced the training first-hand in 1993 at Moscow's State Institute of
Cinematography (also known as VGIK) (2001). Unlike Stanislavski's fictional rehearsal
room, Merlin offers a more personal, detailed account of experiencing what Camicke
refers to as 'the messy reality of practice' (1998, 67), but cautions readers that 'this is
only my interpretation of others' interpretations of their own tutors' (Merlin 2001, 165).

While interpretations of Active Analysis may vary, the technique retains some of the
structure and focus of the Method of Physical Actions, as both psycho-physical
techniques aimed to create authentic connections between the internal and external
realities of the actor. As Merlin puts it, `Psycho-physical technique validates the present
tense: whatever is happening here and now is the material with which you work' (2001,
204). Active Analysis trains actors to remain open and responsive in the performance
moment, allowing for spontaneous emotional connections that are not dependent upon
past memories. This emphasis on responsiveness is reflected in the initial movement
training, which focuses on developing the physical awareness of the actor, because 'we
have to wake up the actor before we can arouse the character' (2001, 27).
In order to be receptive and available to an acting partner, or to an audience, the actor
must first learn how to actively listen so they can develop 'a genuine and dynamic
connection within each actor between seen action and unseen sensation' (2001, 27).
Whether this training is part of the original theory of Active Analysis or a more recent
development is uncertain, however, Merlin's experience of Active Analysis included
developing responsiveness through the exploration of basic movement (2001). The
responsiveness of the actor's body must be 'Tuned to the extent that the subtlest gesture
can inspire an emotional response' (2001, 29).
This exploration of movement begins by re-discovering different ways of articulating
parts of the body in order to develop awareness of how the body moves in space. Actors
trained in a range of exercises designed to 'liberate the body' before approaching textbased work, not only to work on physical connections but also to change certain
preconceptions about the creative process. By learning to actively listen and respond to
the body during improvisation exercises, the actor's focus shifts from trying to make
something happen or 'predetermining the choices made', to simply allowing something to
occur (2001, 63). To illustrate this point Merlin (2001) refers to Mamet's (1998)
statement that the actor should 'Invent nothing, deny nothing' (2001, 63); to which one
other point should be added - explore everything.
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Such intensive and detailed training would be daunting for the results oriented Western
actor because 'Most actors are lazy when it comes to physical preparation' (Merlin 2001,
30). However, this apathy is not merely physical but attitudinal, because as Merlin points
out, 'before we can begin to transform ourselves physically towards our characters, we
have to transform ourselves psychologically towards our craft. Easy to understand, but
much harder to do.' (2001, 45). Building the physical awareness and responsiveness of
the actor also builds the capacity for 'creative individuality' where the physicality of the
actor can be adapted beyond personal idiosyncrasy, 'to find a path into each new
character that might take us by surprise and excite us as performers' (2001, 32). Physical
training is an essential preparation because it enlivens and enlightens the actor, giving an
immediacy and playfulness to the repeated improvisations, or silent etudes.
Once you're armed with this new insight, you no longer have to depend upon the
brain to do all the detective work on a script; instead, you can turn to the body's
connection with the text, as a channel for discovering a character (Merlin 2001, 31).
According to Camicke, the repetition of silent etudes gradually drew the essence of the
actor's experience closer to the intention of the text (Camicke 2000, 28). Discoveries
were made through experience rather than discussion, and active analysis of the text was
'carried out by the actor's entire being, and not solely the brain. This led to a synthesis of
the actor and the play, rather than the dissection of the text' (Merlin 2001, 21).
Stanislavslci believed that through the discovery of the necessary physical actions the
actors would 'reduce their dependence on learning the spoken word and bring the play
truly to life' (2001, 20). Camicke describes Stanislavski's approach to text work in
Active Analysis as 'wonderfully paradoxical' because he encouraged the actor to step
away from the text and develop the work through improvisation until the actor 'ultimately
expresses a need for it' (Camicke 1998, 158).
Unlike the concrete logic of the Method of Physical Actions, Active Analysis focuses on
the concept of 'creative individuality' by listening to the subconscious and developing the
intuition of the actor (Merlin 2001, 32). This is not a transcendental approach to acting,
but an acknowledgement that 'our daily conscious life is the tip of the iceberg: the realms
of the subconscious are vast' (2001, 33). By exploring the connections between
imagination and physical expression actors can be freed from 'the dominance of our
analytical brains (which aren't all that intelligent anyway)' and instead work creatively
and spontaneously with unexpected 'flashes of inspiration' (2001, 33).
However, training in Active Analysis is a lengthy process (in Merlin's case ten months),
which is unrealistic in a contemporary Western rehearsal process, where shows are often
rehearsed and performed in a matter of weeks rather than months. Therefore, the focus of
this project is to distill the structure of Active Analysis into a simple tool for the rehearsal
process to develop the actor's creative spontaneity and physical expression, regardless of
time constraints.
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4.7 Integrating process into practice
Similarities can be drawn between the structure of Active Analysis, and the process of
working with gesture described in chapter three. The text is the creative starting point for
developing the visual imagery, which the actor explores in a silent physical
improvisation, gradually distilling the movement into a single gesture. Focusing on the
experience of producing the gesture develops the actor's sensory awareness of how they
physically articulate the gesture in space, as well as breath patterns associated with the
tempo-rhythm of the gesture, and any emotional connections arising from the production
of the gesture. Different rhythms are explored by changing the structure of the gesture,
and the actor observes any new associations or emotions that emerge from each different
interpretation.
When the text is finally re-introduced, the actor has developed a physical connection to
the words though the gesture exploration that gives new depth and meaning to the
character. The exploration of gesture gives the actor a wider range of creative choices
when developing the character. The physicality discovered through improvisation is
retained by the body as a physical memory, allowing the actor to develop physical
movement for the character that is not simply motoric in function, but has an embodied
connection to associated images and emotions.
The basic structure of the practical gesture work was sound in theory, but in order to
understand the process of developing the physical awareness and responsiveness of the
actor, it was essential to experience psycho-physical training first hand because, as
Carnicke observes, 'Knowledge generated by practice becomes shared in lore more
satisfactorily than in theoretical books' (Camicke 1998, 66). However, training for ten
months in Russia was not a viable option, so it was necessary to find an accessible
training methodology that was similar in principle to Active Analysis in order to develop
my research through practice, since 'it's this hands-on interaction of practice and theory
that can take us deeper into our specialties and help us develop into richer, more
adventurous practitioners' (Merlin 2001, 152).
All that was needed now was a training methodology that was as 'simple, joyful, playful,
contradictory, mischievous, [and] experimental' as Active Analysis (2001, 255); and was
also available within Australia. After some investigation, another methodology was
discovered that fulfilled all criteria. This was the physical theatre training developed by
Anne Bogart known as The Viewpoints.
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The next step developing the practical structure of the project was to experience the
intensive physical training of Zen Zen Zo Physical Theatre Company in Brisbane. The
company offered training intensives in a diverse range of physical theatre forms including
the Viewpoints, the Suzuki Method, and Butoh Dance Theatre. The following chapter
details the steep and often challenging training that has informed my research and
reformed my own ideology as a theatre practitioner.
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Chapter 5: Practice as Research

5.1 Practice as research: Reconciling theory and practice

If training does not become an end in itself, it can make the individuals conscious
of their daily physical and mental progress, particularly of the relationship, and the
distance to bridge, between body and mind. Training would then become the
actor's recording barometer in his/her patient journey toward a physical and
psychic formulation of the main aesthetic and kinaesthetic aim (Pavis 1981, 157).
The decision to undertake a range of physical theatre training was an attempt to balance
my theoretical understanding of Stanislavski's actor training methodologies with the
experience of practical training, in an effort to, as Patris Pavis describes in Problems of a
Semiology of Theatrical Gesture, 'make academic research and the theatre profession
meet before they go off in their own direction, ignoring each other' (Pavis 2001, 159).
Experiencing the training first-hand gave me an insight into the principles and techniques
that have been integrated into the practical component of the project. My performance
practice informs my research and gives me a framework within which I can articulate my
research process more clearly. In Robert Jude Daniels' article 'Inside out: what is (my)
practice in Performance Studies' (Daniels 2005) the value of experiential learning in the
research process is highlighted:
[E]xperiencing performance on a physical level (actually training, making and
performing) has taught me as much about the concepts of ritual, play, performativity
(and all the other aspects of the generic model) as standing back in an objective way
(as the spectator) and 'studying' (Daniels 2005, 240).
Embodied knowledge through practical experience is the key to understanding the
principles upon which these various training methods are grounded.
This next step in developing the research proved more difficult. Inconvenient geography
was the most daunting limitation, closely followed by financial considerations (due to the
inconvenient geography). There were no local opportunities to attend any form of
physical theatre training so I expanded my search to find a theatre company offering a
range of physical theatre disciplines. These limitations also reduced the amount of time
available to undertake my practical learning experiences. I narrowed my search to courses
that allowed for short, intensively focused periods of training designed to give
participants a practical overview of the methodology.
Zen Zen Zo Physical Theatre, a Brisbane based company, fulfilled the necessary criteria,
offering intensive workshops in a range of physical theatre disciplines, including the
Suzuki Method, Viewpoints, and Butoh. Co-Artistic Directors Lynne Bradley and Simon
Woods, have incorporated these training methodologies into their company after years of
rigorous personal training with the originators of these forms; including Tadashi Suzuki
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(Suzuki Company of Toga, Japan), Anne Bogart (Sill Company, New York), and Kazuo
Ohno (one of the founders of Butoh). Zen Zen Zo (loosely translated as 'never the
elephant') offers training intensives to allow local and international artists the opportunity
to immerse themselves in a range of physical theatre experiences; from the rigorous
martial form of the Suzuki Method, to the free-spirited impulsive play of Viewpoints and
the dynamic, yet distressing, world of Butoh Dance Theatre. These physical theatre
methodologies focus on connecting body, voice and mind, and can prove both
informative and transformational for those who participate.
Each of these training intensives offered the opportunity to develop a broader experience
and new vocabulary in physical theatre forms, knowledge that could be integrated in my
own practice as a performer. However, as with Merlin's account, this is a personal
account of my experience of the training rather than a definitive explanation of the forms,
and the concepts integrated into the practical gesture work of this project are an
interpretation of these experiences. This chapter focuses on my experience of the Suzuki
method and the Viewpoints, as the rigorous focus and discipline of Suzuki is balanced
and complemented by the spontaneous play of the Viewpoints. My experience of these
two methodologies was more extensive than my introduction to Butoh, and this is
reflected in the design and implementation of the practical work in chapters six and
seven. During the training similarities became apparent between the concepts and
structures of each of the training methods. And, while each methodology focused on
working from a physical perspective, the aim was not to foreground the use of the body at
the expense of the actor's inner life but to create a balance where each influences and
inspires the other.
The Suzuki method and Viewpoints are taught as training methodologies rather than
performance styles, and regular training in these forms is designed to prepare the actor for
performance by developing their awareness, responsiveness and physical capabilities.
The exercises can also be incorporated into creative development of new work, or within
a rehearsal process as a way of re-invigorating work. While all physical theatre methods
are mentally and physically challenging, the technique most alien to the sensibilities of a
Stanislavslcian trained actor is the incredibly rigorous, and disciplined Suzuki method.
5.2 Suzuki and the profundity of performance
The Suzuki method combines the traditional Japanese performance forms of Noh and
Kabuki theatre with elements of martial arts training. Developed by Japanese director
Tadashi Suzuki, the Suzuki method is a rigorous form of actor training focused on
physically connecting the breath, body and voice of the actor. This connection is
achieved by engaging in a series of physical challenges designed to develop a deep
grounding of the performer and a connection to their centre. The exercises are difficult to
master, and the focus is not on the achievement of form, but in engaging the entire body
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in the physical struggle of the present moment. The energy, focus and drive needed to
achieve this engagement from moment to moment create a dynamic presence for the
performer who radiates a powerful energy as a direct result of this conflict. In
'Viewpoints and the Suzuki Method', Misha Myers describes the challenges of the
training .
The exercises that comprise the Suzuki Method challenge the actor's awareness and
control of the body's centre of gravity by presenting a series of problems which he
or she must continue to confront but can never resolve. These problems are
designed to heighten concentration and awareness. The Suzuki Method works on
disrupting patterns of movement to achieve heightened body awareness (Myers
1998, 19).
The exercises in Suzuki training highlight the importance of process over product, and
what is learned from attempting to achieve a seemingly unattainable form is more
valuable than succeeding in perfecting form without substance. The actor struggles with
the conundrums of the Suzuki 'walks', the 'Stomp and Shalcuhachi', and the 'standing
statues' exercises; trying to keep the powerhouse of the lower body energised and
connected to the ground while maintaining lightness and ease with the upper body. The
specificity of the structure challenges the body, forcing the actor to work physically rather
than analytically as the body instinctively fights to regain balance. And it is this
imbalance, or conflict, that makes the dramatic moment interesting to watch, even if the
performer is simply walking across the room. A great deal can be learned from observing
as well as experiencing the exercises, and the training group is divided into participants
and audience to create a performance environment that demands the full focus and energy
of both groups.
In Suzuki it is not the technical precision of the form that is important, but the quality of
attention given to the engagement of the body into action. The way the performer uses
their body to connect to the immediacy of the on stage reality creates a magnetic stage
presence as the stakes are raised and the actor invests all of their energy and focus into
each moment as it occurs.
Teacher Simon Woods, one of the few Westerners to have trained with Tadashi Suzuki,
expanded on Merlin's (2001) reference to Suzulci's demand that an actor must have a
profound reason for entering the stage, by explaining that Suzuki believes the actor must
also have 'an even more profound reason for staying' (S Woods 2006, pers. comm. 12
Jan). This profundity is easily demonstrated when an actor engages with their body at
moments of physical discomfort or crisis. When an actor is forced out of their comfort
zone they become resistant to experiencing any kind of discomfort. The mind attempts to
convince the body that such an unfamiliar endeavour is pointless, foolish, ridiculous, or
any number of other excuses, forcing the actor to confront not only the physical reality of
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enduring the exercises (cramping muscles, tension, breathlessness) but also their own
mental resistance. The conflict brings the actor into the present moment, and what is
usually intellectual approach to performance becomes instinctual as the actor is forced to
push their body beyond the limitations of habitual use.
In the sitting statues exercise, the actor balances on their tailbone while arms and legs are
extended outwards, in a position that challenges balance and endurance. At the trainer's
command, the actor returns to the starting position with arms and legs tucked close to the
body, before again extending arms and legs outward into another challenging position.
Each body position is spontaneously produced, and must be maintained regardless of the
physical challenge. In fact, the greater the challenge, the more the actor has to invest into
the performance reality. It was interesting to observe the physical changes as well as
experiencing them as a participant. The energy generated by the effort of engaging with
the exercise was reflected in the actor's face and body. The faces of the participants
became animated, and they seemed to radiate energy in a way that was exhilarating to
watch. The challenge of not showing the effort required to maintain difficult body shapes
and movements was greater than engaging in the process. The analogy of a swan
swimming is an apt comparison, because on the surface the participants worked hard to
achieve serenity and ease, while under the surface they were, so to speak, paddling like
mad.
This is Suzuki's concept of 'oppositional tension' whereby the actor attempts to create
two different physical realities simultaneously, in an extreme version of patting your head
whilst rubbing your stomach. The intensity of this work generates a huge amount of
energy, which gives a dynamic quality to actor's physicality both in motion and in
stillness. The idea of dynamic stillness is also evident in the 'Stomp and Shakuhachi',
named for the rhythmic stomping action in the first part of the exercise; and for the
haunting sound of the Japanese flute, or Shakuhachi, which accompanies the second part
of the exercise. The Stomp is designed to challenge the actor's endurance and attention
to the subtle detail of the movement in each changing moment. The force of repeatedly
stomping the feet into the floor is matched with the oppositional tension of 'putting the
brakes on' and creating a resistance to the forward motion of the Stomp. While one force
drives the actor forward, another force holds them back, and these two conflicting
energies create a dynamic stage presence. As an observer, I found the struggles of each
participant profoundly interesting and engaging to watch; while as a participant there was
an unexpected feeling of joy and physical freedom, and a sense of being physically
connected to the moment.
At the end of the Stomp, the movement builds to a crescendo before the music stops and
the actors fall to the floor and lie motionless; not to rest, but to maintain the energy
created from the conundrum of the Stomp in order to release it into the following part of
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the exercise, known as the Shakuhachi. As the second part of the exercise begins, the
actors rise slowly from the floor without using their hands or arms for assistance (creating
a conundrum), and begin a slow walk toward the audience maintaining the oppositional
tension in their centre, created from the strength of the muscles of the lower half of their
bodies, while retaining a sense of ease and lightness within the upper body (another
conundrum). As they rise from the floor and begin to move, the actors allow a
spontaneous image to shape the position of their arms, or allow the shape of their arms to
spark an image, which builds (and sometimes changes) as they move towards the
audience. This combination of being deeply focused on the physical reality of each
moment, while embodying an image, and generating and containing enormous amounts
of energy can create very powerful emotional connections for the actor. During my
experience of this exercise, the image created by the physical position of my arms
transformed as I approached the audience, and I discovered that I was now walking
towards my imagined lover to kill rather than embrace them. This was not a conscious
choice but rather an imagistic shift dictated by the position of my body, which sparked a
range of truthful emotional responses including grief, regret, anger and resignation. And
from my observations I was not the only participant surprised by their reaction to the
exercise.
The importance of listening to the body rather than the brain became painfully obvious
while working through the discomfort of the 'standing statues' exercise, as I found it
more difficult to contend with the negative thoughts that imposed limitations upon my
body than my actual physical limitations. As our trainer cheerfully reminded us, the
exercise would not injure, maim, or kill us (although he conceded we may wish we were
dead), and the whole process would be easier to endure and understand if we stopped
underestimating our physical capabilities. Surprisingly, changing to a more open and
positive mindset worked, and while this did not reduce the physical demands of the
exercise, it removed the mental blocks and created a sense of ease that allowed me to
work beyond my perceived physical capabilities. However, taking on the challenge of the
Suzuki work made me aware that not all actors would appreciate, or be able to endure, the
physical discipline and sheer hard work of this type of training.
Experiencing Suzuki training made me realise that most actors are not aware of their
physical potential, and we have a tendency to lazily rely on pre-conceived ideas of what
we think we can or cannot do with our bodies. Working outside of our comfort zone
challenges what we think we know about ourselves, while demonstrating that we have
more potential than we often give ourselves credit for. This type of training proves that
we don't have all the answers, and this a healthy attitude for an actor to adopt towards
acting, and specifically to apply to character development. When developing a character,
it is important to remain open to possibility, rather than deciding upon the limitations of
the character before the exploration has even begun.
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If the rigorous and deeply focused work of Suzuki is imagined as a vertical form of
training that grounds the actor, then the Viewpoints is more of a horizontal form that
radiates the awareness of the actor outward to connect with the ensemble, the
performance space and the audience. In Zen Zen Zo's training, the intensely focused and
disciplined Suzuki work is balanced by the playfully imaginative and spontaneous
Viewpoints that encourages the actor to develop an intuitive and responsive approach to
creating work. In Viewpoints, awareness is the key to connecting a free imagination to an
expressive body. You have to be aware of what is going on around you, as well as within
you, before you can connect yourself to the ensemble or the performance.
5.3 The Viewpoints: Finding freedom within form

Change, the flexibility to respond to change, and the ability to creatively thrive within the
changing elements of improvised work is at the heart of the Viewpoints work. The
Viewpoints were originally devised by choreographer Mary Overlie in the late seventies,
as a way to 'structure dance improvisation in time and space' (Bogart & Landau 2005, 5).
The original Six Viewpoints: Space, Shape, Time, Emotion, Movement and Story (2005,
5) were further developed by director Anne Bogart into a vocabulary of nine Viewpoints
(Spatial Relationship, Kinaesthetic Response, Shape, Gesture, Repetition, Architecture,
Tempo, Duration and Topography) that break down all stage movement into elements of
time and space (2005, 6). Bogart and Landau describe the Viewpoints as 'timeless and
belong[ing] to the natural principles of movement, time and space' (2005, 7). This type
of physical training developed as an alternative to traditional techniques like affective
memory, because as Bogart and Landau observe, 'When a rehearsal boils down to the
process of manufacturing and then hanging desperately onto emotion, genuine human
interaction is sacrificed' (2005, 16).
In Directing with the Viewpoints, Joan Herrington explains that 'time constraints, societal
pressures, and often previous training' can prompt actors to work intellectually
(Herrington 2000, 158); however, by learning to work intuitively actors can make
creative choices that 'have a more profound effect because ultimately it is more truthful
than behaviour chosen merely because it is recognizable' (2000, 160). The Viewpoints,
or Viewpoints, trains the actor's awareness, intuition and responsiveness through the
practice of improvising work within a structured vocabulary. The training focuses on
responding to internal and external impulses, connecting the actor to their body, the
ensemble, the performance space and the audience. The Viewpoints is impulsive and
improvised movement within the structure of nine different points of focus. The
challenge for the actor is to work flexibly and responsively, adapting to constant change
while simultaneously investing all of their energy and focus in each moment of response:
In The Shifting Point, Brook describes this as the ability to 'hold on tightly, let go
lightly' (Brook 1991, 4).
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Viewpoints practice provides a 'personal litmus test' (2005, 19) by identifying the
strengths and weaknesses of the actor. This self-assessment is not a judgmental
evaluation, but a vital part of developing versatility through self-awareness; and the actor
cannot improve their skills unless they identify their weaknesses as well as their
strengths. However, Viewpoints training is playful rather than serious, because as
Stanislavski explains, 'When an actor is making too much effort, it is sometimes a good
idea for him to introduce a lighter, more frivolous approach to his work' (Stanislavski
1980, p287). The playful quality of the work encourages actors to trust their intuition,
work instinctively and take risks without fear of judgment. In Viewpoints training trust
and support hold equal importance to inventiveness and creativity. The shared
vocabulary of Viewpoints strengthens the ensemble and gives clarity to collaboration in a
training environment that 'forges relationships, develops skill and provides an
opportunity for continued growth' (Bogart & Landau 2005, 17). Actors can identify stage
moments that resonate with them with greater clarity by using the shared vocabulary
rather than simply saying 'It was good'.
Viewpoints trains the actor to develop informed spontaneity and explore creative
possibilities, rather than searching for 'a single satisfying choice driven by seeking
approval' (2005, 18). Avoiding self-censorship was the most difficult aspect of
Viewpoints training, and it wasn't until I stopped trying to think my way through an
exercise and began to 'trust the inner process' that I understood Merlin's training
epiphany that 'the real answer, the real activity, the honest truth, is in this moment, with
these actors, in this space' (Merlin 2001, 117). It is one thing to be aware of the

immediacy of performance, but quite another to allow yourself to experience it.
These moments occur when ensemble members are actively listening to the group with
their entire bodies rather than simply relying on sight. This process avoids searching for
'a particular premeditated result', instead using the whole body to listen intuitively, or
'without an idea of the result' (2005, 33). Viewpoints reminds us 'how much and how
often we live only in our heads and see only through our eyes' and encourages the
development of 'soft focus', or what Zarilli describes as 'the body becoming all
eyes' (Zarilli 2002, 184).
Soft focus is not achieved by pushing the awareness outward, but by opening the body to
receive sensory information. A Viewpoints session begins in dynamic stillness, with the
soft focus of the ensemble creating a palpable energy and sense of readiness. The
ensemble often remains in this energised state of listening for a lengthy period before,
without prompting or signalling, the entire group explodes into action in a simultaneous
response to impulse. To demonstrate the effectiveness of soft focus, we participated in a
session of 'blind viewpointing', where each ensemble member was blindfolded.
Surprisingly, this did not compromise the work, and people continued running, jumping,
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spinning and engaging in the same type of physical activity as a 'sighted' session.
Initially I thought that hearing would simply replace sight as the primary sense, however
intuition played a more interesting role. The physical vocabulary of the ensemble was
remarkably similar with individuals executing movements simultaneously, or producing
the same gestures without the benefit of sight. Participants commented that they could
'feel' other members of the group, or had responded to a 'feeling', but could give no
concrete explanation for why these serendipitous moments occurred.
The Viewpoints, like gesture, offer the actor an expressive medium for exploring intuitive
hunches or untested ideas that would be lost in translation verbally, but can be explored
and developed physically. This also makes Viewpoints a practical, and alternative
approach to creating work by using improvisation to generate new ideas rather than
relying on discussion and analysis. The shared vocabulary of Viewpoints helps to shape
and clarify ideas, and can also be used to invigorate the rehearsal process when actors are
stuck for an idea, or stuck within an idea.
Viewpoints can even help to shift the perspective of a concept and break away from
expected representations or outcomes, creating work that engages the audience in
surprising and even contradictory ways. Herrington refers to Bogart's use of Viewpoints
to create contradictions in her work by juxtaposing text and movement in order to
challenge the experiences of the actors and the expectations of the audience (Herrington
2000). According to Herrington, Bogart (1999) makes the point that 'rarely do we
actually do what we're saying, we're usually doing one thing and saying another' which
on stage creates dramatic incongruities that are 'recognizable beyond the frontal
lobe' (2000,162).
Viewpoints training allows for the unexpected by encouraging spontaneity within
structure, which may seem contradictory but allows the actor freedom within form. Lisa
Wolford (2000) refers to Jerzy Grotowski's (1980) concept of `conjunctio oppositorum'
or the 'conjunction of opposites' whereby the actor's skill in mastering structure
'paradoxically allows for a kind of freedom' (Wolford 2000, 204). Herrington suggests
that the results of this creative incongruity can be surprising for audience and actors, and
'surprise tends to elicit a deeper response and, ultimately, deeper recognition (Herrington
2000, 159).
5.4 Integrating practice into research
In Between Theatre and Anthropology, Schechner defines creativity as 'the ability to
introduce change, whether that change is collective or personal or sudden or
gradual' (Schechner 1985, 253). Both Viewpoints and Suzuki training develop awareness
and adaptability, whether it is the ability to change within the moment or to change how
we view the moment. Both training methods offered insight into different ways of
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developing the awareness of the actor, and connecting the body to the imagination, and I
have incorporated some of these concepts into the structure of the practical gesture work.
The elements of Viewpoints training I have integrated into this project include the
development of sensory awareness and kinaesthetic response through the use of physical
improvisation to engage physically with an image relating to the character. This brings
the imagined, inner world of the character into the physical reality of the actor, which
allows the actor to experience the symbiotic relationship between physical action and
emotion. Focusing the actor's awareness on this relationship also prevents the actor
from pre-empting expected outcomes to character work, and allows them to experience a
range of creative possibilities. In this way, the actor can allow for the unexpected
discoveries that inform and deepen the embodied knowledge of the character.
The Suzuki method also provided a few concepts to consider in implementing the
practical work, including the idea that the actor's internal imagery can inform their
physicality both in terms of shaping the expression of the movement and awakening
emotional responses through the connection of body and imagination.
My experience of Suzuki training also highlighted the importance of working through
resistances, whether psychological or physical, in order to explore beyond self-imposed
limitations. This makes us more familiar with the extremes often needed in performance
so that we are 'therefore more likely to call on them when needed in our work: the
expressive range of the artist is widened (Bogart & Landau 2005, 61). While I am not
suggesting that the actor work in a way that endangers them, I believe that challenging
the boundaries of habitual physicality can expand the creative possibilities of the
character. Although gesture is not a physically demanding form of movement, the
challenge for the actor is to overcome psychological resistance to exploring creative
moments that are illogical, contradictory, or emotionally uncomfortable.
There is simplicity in trusting the body that is an almost forgotten instinct. Training
forms like Viewpoints and Suzuki remind the actor of the importance of the body in
creating performances that are authentic, dynamic and engaging. This type of physical
work is not a passive observation of movement, but an active exploration of the
interdependent relationships between imagination, body and voice. The intellectual
blocks between action and emotion must be circumnavigated in order to respond to the
impulses of the moment, allowing the actor to work with what they experience rather than
what they expect. Gesture is an accessible expressive medium that can be used to
develop the physical awareness of the actor and build connections between body and
imagination that allow the actor to embody knowledge of the character.
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In Chapter Six the process of structuring the practical work is explored as gesture is
applied to different rehearsal processes. This chapter illustrates the evolution of the
practical work in the project in two ways: A general exploration of gesture as a physical
illustration of the character's journey through the narrative and the specific application of
gesture in identifying and developing the physicality of the character.
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Chapter 6: Gesture and the rehearsal process
An actor should strive to be alive to all that he can imagine possible... .Each role,
each work, each performance changes us as persons. The actor doesn't start out
with answers about living — but with wordless questions about experience. Later,
as the actor advances through the progress of the work, the person is transformed.
Through the working process which he himself guides, the actor recreates himself.
Nothing less.
(Joseph Chailcin 1972, 5-6)
6.1 Introducing the practical gesture work to rehearsals
The practical work of the project began with the application of different gesture exercises
to three rehearsal processes. The aim of the exploration was to find effective ways of
using gesture to generate new ideas through a physical exploration of the text, thereby
giving the actor an embodied connection to the character. The challenge was to find a
clear structure for the application of gesture in character development that would be time
efficient without compromising creative potential.
This chapter illustrates the evolution of the practical work in the project in two ways: As a
tool for physically representing the character's journey through the narrative, and as a
way of developing the physicality of the character. Gesture provided a physical approach
to exploring the text and developing the character physically as well as analytically. This
approach augmented traditional round-table discussions of the text with the physical
experience of the words, and combining the two approaches generated new ideas for the
character that subsequently created deeper connections to the text. Visual examples of
the practical gesture work undertaken during the project can be found in Appendix 9.4
'An Impulsive Gesture(?)' (DVD, 2008. Directed by N. Jobson).
The initial stages of the practical work incorporated the Viewpoints definition of
'expressive' gesture (2005, 49) that includes full body movement in the gesture
production, rather than restricting movement to hands and upper body. However the
triphasic structure of the gesture was identified through the use of Zeami's Jo Ha Kyu to
refine the initial movement into the structure of beginning, middle and end.
6.2 Connecting the body to the imagination in Hitchcock Blonde
The first practical exploration of gesture in character development was introduced during
rehearsals for the CentrStage Theatre Company production of Terry Johnson's Hitchcock
Blonde (CentrStage 2006). During the rehearsal process I worked closely with the actor
playing the role of 'Blonde" and explored different ways of using gesture to develop the
physical life of the character. The process of developing the character from a physical
perspective was new to both of us, and some of the exercises worked more effectively
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than others. The practical gesture work integrated concepts from Viewpoints and Active
Analysis with Zeami's Jo Ha Kyu to create a framework for the physical exploration of
character in rehearsal.
Gesture provided creative stimulus or 'Source Work' for the development of character
and a way to 'wake up the question inside the piece in a true, personal way for everyone
involved' (Bogart & Landau 2005, 164). Source Work is used in the initial stages of
creative development or 'the time taken (before you begin rehearsing anything the
audience might actually witness onstage) to enter with your entire being into the world,
the issues, the heart of your material' (2005, 63). This can involve any number of
creative stimuli including images, music, or 'anything your imagination devises' (2005,
164) that will help to 'awaken the intuition and the unconscious' (165) of the actor and
build connections to the text.
Even the traditional analytical discussions that often dominate the beginning of the
rehearsal process can be considered a form of Source Work (165). Gesture is
incorporated into the rehearsal process as a way of balancing analytical discussion with
physical experience. As Bogart and Landau point out 'Source Work saves time. Time
spent up front in the rehearsal process getting the company on the same page is time
saved later from having to explain over and over again what the "page" is' (2005, 165).
The use of gesture creates a shared vocabulary between actor and director that often
bypasses the need for lengthy explanations when exploring new ideas for the character.
This allowed us to explore a range of ideas in a short space of time. The physical
gestures created by the actor represented abstract concepts such as love or fear, and the
application of these gestures to text work created layers of meaning that in turn sparked
new insights about the character. The gestures did not represent the character playing the
emotion (for example being in love or afraid) but focused instead on physically
illustrating the source of the emotion. The embodiment of specific imagery created a
physical reality for the actor from which emotions could occur spontaneously. While
some gestures resonated more strongly with the actor than others, the time invested in this
practical process deepened the connection to the text and laid the foundation for the
physical as well as the emotional development of the character.
The practical gesture exercise was adapted from a Viewpoints exercise known as
'Character Composition' (2005, 172) that involves the actor creating a series of physical
portraits for the character representing each of the portrait titles. For example, the first
portrait title is 'The fear of...' and through physical representation 'must express
something about what the character is most afraid of' (172). For the purposes of this
project the exercise was modified to incorporate the use of movement through gesture
rather than still portraits, and the portrait titles were changed to a series of questions
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regarding the character. This allowed the actor to physically express her internal imagery
for the character through gesture, and create visual answers that combined what the actor
imagined with her actual physical experience.
The text was the starting point for investigating answers to these open-ended questions,
and the actor used her knowledge of the character to visualise an answer containing as
much detail and sensory information as possible. In a similar process to Active Analysis,
the actor then stepped away from the text in order to explore the imagery through
physical improvisation. The improvised movement was then refined into a single gesture
that represented the actor's answer to the question. The experience of physically
representing the internal imagery gave immediacy to the work, actively engaging the
body and the imagination of the actor.
In one exploration the actor was asked 'What does your character love most?' and she
produced a range of answers including escapism, fantasy and a dreaming of a different
life. After a brief discussion that narrowed the answer down to 'dreaming' we moved
straight into the physical improvisation to discover a gesture that would represent the idea
of dreaming. Interestingly, the most difficult part of the process for the actor was the shift
between the end of the discussion and the beginning of the physical improvisation. This
exemplified the moment of fear actors experience when the passive activity of discussion
ends and they have to find a way to begin. Through physical improvisation the actor
experimented with different ways of moving before we refined the focus of the exploring
to identifying what her character dreamed about. The actor discovered a gesture that
involved using both hands to blow a kiss to an imaginary audience of adoring fans. The
gesture was repeated and the actor discovered that the experience of producing the
gesture made her character feel important, powerful and desired. We then introduced
these sensations into the whole body, creating a physical attitude that affected her posture,
balance and energy. Through this simple exercise we discovered that while the
movement of a gesture is usually generated in the hands, the emotions associated with the
gesture can affect the whole body.
This gesture identified the character's need for love through her fantasies of being adored,
which contrasted strongly with the gesture she found to represent the reality of her
experience with love. The actor drew her arms into her body cradling an imaginary
bruise that represented the character's physically violent relationship with her husband.
This physical withdrawal involved her entire body and she dropped her head forward,
collapsed her shoulders and chest inward, and turned her body slightly to one side as if
retreating. This gesture created feelings of sadness and defeat, and the actor realised that
these negative emotions were part of her character's experience and expectation of love.
The gestures provided a physical subtext for the character that expressed a range of
imagistic associations derived from an active analysis of the text. By following intuition
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with physical expression the actor began to trust the creative potential of the body in
generating new ideas as well as embodying knowledge of the character. Working from a
physical perspective made the actor aware of the quality of her movement and allowed
her to describe the physical changes created by the gestures, which included changes in
breathing patterns and body tension. The discoveries that resonated most strongly with
the actor occurred during this stage of the process. One particular gesture eventually
became part of the character's physical vocabulary during performance.
This gesture emerged from our active exploration of the text, and represented one of the
two distinctly different sides to her character. These two personas required different
energy and physicality from the actor, which we differentiated as 'public' and 'private'.
In Viewpoints, the definition of behavioural gesture is sub-divided into 'private' and
'public' gestures (Bogart & Landau 2005, 10) that refer to 'actions performed in solitude
and those performed with awareness of and proximity to others' (10). According to the
Viewpoints definition, the gestures produced by the actor were expressive as opposed to
behavioural, however we used the labels of public and private to describe the two
contrasting sides to the character rather than the gestures produced by the actor.
One was the extroverted, yet self-conscious energy of her 'public' image that emerged in
her interactions with the other characters. This gesture referred to the image of
'presenting' herself to the world as a desirable object. The actor imagined the voice of
her character's mother nagging her incessantly about the importance of appearance in
making a good marriage. This created a contradiction between what appeared to be a
confident gesture, and the subtext that gave the gesture a quality of quiet desperation. The
public gesture was characterised by an inward breath and the introduction of tension
through the hands, arms and chest, which created feelings of falseness and a need for
approval (for the actor) and a sense that she was holding something back (for the
audience). The physical experience of producing the gesture created emotional responses
that conflicted with the imagery, making the sub textual meanings more complex and
contradictory, and therefore more human.
The other side of the character was the more reflective or 'private' persona that we
associated with the candid revelations of her monologues. The act of revealing herself to
the audience was both literal and figurative, and the actor started with a literal image of
taking off a robe and revealing herself to the audience. While we initially assumed this
sensation of being watched would produce feelings of intimidation, the actor found the
experience of the gesture to be liberating and empowering. The actor combined this
image with an outward breath and a release of tension that opened the chest, creating a
sense of ease through the body. This full-bodied experience was then refined into a
simple gesture of turning the open palms of the hands towards the audience. It was a
small movement that gave the actor a way of connecting to the physical energy of her
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character, which spontaneously produced the necessary emotional state without the need
for investigating personal psychology. The actor eventually used this gesture in
performance as a way of tapping into the energy and physicality of the character.
During these rehearsals I also developed an exercise that focused on creating a 'gesture
exchange' between two actors to visually demonstrate their stage relationship. The
exercise was used in the first rehearsal involving the two actors playing 'Blonde' and the
abusive 'Husband', to ascertain whether gesture, rather than discussion, could be an
effective way of getting the actors on the same page. The exercise began with both actors
standing and facing each other on opposite sides of the stage. One actor produced a
gesture that represented a particular aspect of the relationship between the two characters
(e.g. love, failure, rage, etc.) that was observed by the other actor, who then in turn
offered a gesture in response. Without any discussion about the style or content of the
gestures produced the exercise progressed through two stages of development with
interesting results.
In the beginning of the exercise, the alternation of gesture from one actor to the other
became a physical call and answer, where the influence of one gesture became visually
apparent in the physical expression of the gesture that followed. This developed into a
narrative of abstract expression that followed the journey of each character as well as the
development of their relationship. Three simultaneous narratives emerged from two
unique perspectives through the simple use of gesture.
As the exercise progressed, the call and answer format became less structured with some
gestures performed simultaneously by the actors. This offered some interesting insights
into the relationships between the characters, particularly in relation to violence and love.
At some points in the exercise, each actor simultaneously produced a gesture that
complemented the other in terms of context as well as visual aesthetics. This effectively
demonstrated that the actors were, even at their first rehearsal, on the same page in terms
of the relationship between their characters. No lengthy discussion was needed. The
physical experience of sharing a moment through gesture affected the actors strongly,
focusing their attention on both the physical detail of their characters and the physical
expressiveness of their onstage relationship. The results of this initial exploration shifted
the focus of the next stage of the practical work towards an exploration of gesture as a
tool for physical collaboration in ensemble work.
6.3 Gesture and the journey of the character in Café

The rehearsal process for Café (Mudlark Theatre 2007) provided an opportunity to
explore the use of gesture in ensemble work, as well as introducing the use of Jo Ha Kyu
to map the journey of the character during the course of the play. The gesture workshops
took place during the first half of the rehearsal process when the actors had already
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established their characters and developed the shape of the play, therefore the practical
work focused on refining physical connections to the character. The structure of the
workshop was flexible and I introduced new ideas and extended on the planned exercises
as the work progressed. This gave me the freedom to discover the limitations as well as
the potential for using gesture in ensemble work.
We started the session with a brief overview of the Viewpoints in order to establish a
shared vocabulary to articulate the experience working with gesture. The actors were
introduced to the nine Viewpoints: Tempo, Duration, Kinesthetic Response, Repetition,
Shape, Gesture, Architecture, Spatial Relationship and Topography (Bogart & Landau
2005) and even within the time constraints of the workshop we were able to develop a
common vocabulary to apply to the practical gesture work. This part of the session was
based on my training experiences with Zen Zen Zo Physical Theatre Company and was
introduced as an interpretation of what I had learned rather than formal training in the
method.
The shared vocabulary usually evolves during the course of the rehearsals, however due
to the time constraints of the workshops it became necessary and helpful to work with the
established vocabulary of Viewpoints. This gave clarity to the actors' work and focused
their attention on developing the physical detail of the gestures. The Viewpoints
vocabulary allowed the actors to explore the tempo-rhythm of each gesture to uncover
nuances of meaning in established ideas about the characters. The actors explored the
differences between behavioural and expressive gestures in order to become familiar with
the Viewpoints definitions.
In 'Exploring Gesture' (An Impulsive Gesture(?), Gesture in Rehearsal) a visual example
of behavioural gesture is demonstrated through idiosyncratic hair twirling (48sec.), or
contemplative hand clasping (lmin. 22sec.), which contrasts with the heightened physical
engagement of expressive gestures (1 min. 40sec. and lmin. 56sec.). Once the actors
were familiar with the vocabulary and definitions we worked through the following
exercises to create and explore a visual overview of the character's journey through the
play.
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Exercise 1: Mapping the Character

This exercise focuses on using gesture to identify the journey of the character through the
course of the play. The gestures distil this journey into a concise representation of the
character that can be used as a foundation for character development, or as a way of
refining or deepening knowledge of the character.
1.1dentifii the Jo Ha Kyu of the character from the text.
2.Find an expressive gesture to represent the Jo, or beginning of the character 's
journey.
3.Refine the gesture, ensuring the beginning, middle, and end of the movement are
clearly defined.
4.Extend the energy of the gesture to include movement of the whole body.
5.Explore the tempo-rhythm of the gesture.
6. Observe any changes in breathing.
7.Repeat the process to develop gestures for the Ha and Kyu of the character.
8.Perform all three gestures as a sequence ofJo Ha Kyu.
9.Explore the transitions between each gesture by changing the tempo-rhythm of
the movement.

Each actor identified for their character key points in the text that correlated with the
structure of Jo (introduction), Ha (exposition), Kyu (denouement) and created a gesture
representing each of the three moments. While the gestures for the Jo and Kyu were easy
to establish, the actors found it more challenging to create a gesture for the Ha point of
their character's journey. The Ha represents a turning point for the character that entails a
moment of revelation (of what I described as the "a-ha!" moment), and the actors had to
be specific about where in the narrative this moment occurred. When the three gestures
were established each actor performed them in sequence thereby creating a concise
illustration of how they viewed their character (Gesture in Rehearsal, Mapping the
Character). This exercise works like a creative audit, giving the director and the
ensemble insight into different stages of the creative process to ensure that everyone is on
the same page. It also forced the actors to clarify their thoughts and identify the overall
shape of their performance before delving into the detailed work of characterisation.
In keeping with the Viewpoints definition of expressive gesture, the actors extended the
movement of the gesture to incorporate the whole body (Example 1, 28sec.). As the
actors performed the three gestures we focused on the quality of the movement, or
transitions between each of the gestures (Example 3, 30sec.) . The transitions highlighted
the changing energy of the character as they approached the climax, and also their
response to that moment as they moved towards the resolution (Example 2, lmin. 25sec.).
To extend upon the map analogy, if the three gestures representing the Jo Ha Kyu are the
reference points on the map then the transitions form the physical terrain of the journey
between each of these points. We then extended the Mapping the Character exercise to
include the ensemble.
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Exercise 2: Introducing Ensemble Mapping

This exercise is adapted from a Butoh exercise in which the ensemble creates a strong
emotion as a group, with each member feeding from the energy of the whole group. In
'Ensemble Mapping' (Gesture in Rehearsal) the gesture sequence developed in the
previous exercise is performed simultaneously by the group to amplify the emotional
effect on the individual actor.
1. The ensemble stands in a straight line facing the audience.
2. The actor standing in the middle of the ensemble performs their sequence of
three gestures (from the previous exercise) for the ensemble.
3. This gesture sequence is then performed by the entire ensemble, ensuring that
the movement is as detailed as possible.
4. The process is then repeated for each member of the ensemble.

This exploration extended the awareness of the actor to include the ensemble and this
connection allowed them to be affected by the presence of the group. One actor observed
that the ensemble had a greater effect on gestures that were internal, or moved towards
the body, deepening the feeling of isolation (Example 2, 35sec.). The group did not affect
gestures that moved outward, or away from the body, as strongly because the movement
was more inclusive and connected to the ensemble. Another actor commented that
performing the gesture sequence with the group made his character feel less isolated by
realising that the negative feeling were shared by other people (T Hennessy, 2007, pers.
comm., 13 March). In one of the group performances we played with spatial
relationships by moving the two actors on either side as a response to the gesture
sequence. As the actor in the centre produced a welcoming gesture the other two actors
responded by walking away (Gesture in Rehearsal, Ensemble Mapping, Example 2,
50sec.). This changed the energy of her performance, which in turn affected the temporhythm of the gesture and the meaning produced by the performance of the sequence.
In 'Mixing it up' (Gesture in Rehearsal) we also explored the idea of combining one
gesture from each of the actors into a group sequence to create new narrative meaning.
This demonstrated the contrasting dynamics created by incorporating each character's
journey in the whole stage picture. The combination of gestures from each actor created
three distinctly different narratives for the same play. This exercise could prove useful to
a director at the creative development stage of rehearsal as a way of generating new ideas.
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Exercise 3: Working with Dynamic Shapes

This exercise focuses on working with the body in unusual ways that push the limits of
our daily physical use. The shapes created in this exercise should challenge the body by
articulating the body in a way that challenges the balance of the actor. This physical
challenge creates a conflict, as the actor must fight to maintain balance while attempting
to connect to lines of text.
1. Explore different ways of moving your body through space.
2. From this movement find a dynamic body shape.
3. ShO your centre of balance until it becomes challenging to maintain the
shape.
4. Introduce a line of text while maintaining the shape.
5. Repeat the process to find three shapes corresponding with the Jo Ha Kyu of
the character
6. Combine each shape with a line of text that reflects the Jo Ha Kyu.

It was important for the actors to experience physical work that extended the limited
range of habitual physicality. In 'Working with Dynamic Shape' (Gesture in Rehearsal),
the actors worked with Shape (one of the nine Viewpoints) to discover different ways of
using and moving their bodies through space. This expanded movement was then
combined with text to explore how the physical performance could affect the actor's
connection to the text (Example 1-3).
Working outside the physical comfort zone of the actor freed up their bodies and got them
out of logical patterns of movement, allowing them to explore and play physically
without censorship. This work encourages getting the head out of the way in order to
listen to the body. The abstract nature of the movement extended the actors beyond
habitual body use, to make creative choices based purely upon the physical experience of
the movement. However, the actors did not work beyond their physical limitations and
safety was maintained in the exercise by focusing on challenging their centre of balance
rather than their gymnastic ability.
Exercise 4: Introducing Text to the Character Map

In the following exercise 'Character Mapping with Text' (Gesture in Rehearsal), gesture
and speech are devised independently. This allows the actor to experience how the
imagery of the gesture can affect the text and create new meanings or interpretations of
the dialogue. Working from physical gesture before introducing speech can inform
connections to the text and transform the vocal delivery.
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1. Using the 'Mapping the Character 'exercise, create three gestures that
correspond with the Jo Ha Kyu of the character 's journey.
2. Perform the three gestures in sequence to create a gesture map for the
character
3. Identibr a line of dialogue from the text that represents the Jo, or beginning of
the character 's journey.
4. Combine the chosen text with the gesture representing the Jo.
5. Explore the tempo-rhythm of the gesture and observe how this affects the
voice.
6. Repeat the process to create the Ha and Kyu.
7. Perform the sequence ofJo Ha Kyu and explore the transitions between the
gestures. Observe how this affects each line of dialogue.
8. Make conscious changes to the breath patterns (eg: inward and outward
breath) and observe how this affects the voice, body and emotional
connection.

The exercise created some interesting interpretations of the dialogue, through the simple
manipulation of breath and body. One actor changed her interpretation of a particularly
angry line (matched by an equally furious gesture) by shifting from an explosive outward
breath to long inward breath. This changed the meaning of the line from a furious
reaction to a sense of horrified surprise as her character recalled discovering her partner
had been unfaithful, on her kitchen table (C McLean 2007, pers. comm., 8 March). The
changed reading animated the line and brought the image to life for the audience.
Another actor found that the gesture created a sense of exasperation that shifted her vocal
delivery and dropped her voice to a lower register (Gesture in Rehearsal, Character
Mapping with Text, Example 2, lmin. 41 sec.). This was contrasted by the energy of the
actor's second line, which became more animated as she refined the Jo Ha Kyu structure
of the gesture. Making these small adjustments created a journey for the character that
was varied and colourful, and demonstrated to the actor the importance of being specific
with creative choices.
The exercises introduced in the workshop session gave the actors a vocabulary of
gestures that illustrated the shape of the character's journey through the play. At the
beginning of the rehearsal process this can help to create a range of ideas for the character
by working physically and intuitively with the text. The exercise could also be used in a
similar way to the gesture work in Hitchcock Blonde, to provide a way into the different
energies of the character by engaging a physicality that is separate from, yet informed by
the actor's physical idiosyncrasies. While not all of the gestures resonate with the actor,
some may even become incorporated into the physical vocabulary of the character in
performance.
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6.4 Dr Faustus and gesture vocabulary in performance
In 2007 and 2008 I performed in Dr Faustus for Voice Theatre Lab, an experimental
company under the direction of Robert Lewis. The performance work of the company
integrates elements of Suzuki training and Butoh to express the internal imagery of Butoh
work through a strong, expressive body and voice. The rehearsal process for Dr Faustus
involved physical and vocal training to extend the vocal range of the performers beyond
naturalistic sound and speech. Director Robert Lewis referred to this vocal expression as
'vocal terrain' (R Lewis 2007, pers. comm 27 August), which the ensemble explored
through sound and breath, as well as speech. The show became an experiment in
responding to the imagery of the text through abstract sound and stylised movement.
As the character of Mephistophilis, my core image during the production was trying to
hold the falling pieces of my decaying soul, which is a fairly abstract image to embody.
During the rehearsal process I developed a gesture vocabulary from my physical
responses to this image, which then became the basis for the physicalization of the
character. These gestures were all forms of grasping, grabbing, or clawing ineffectually
at the imagined pieces of my crumbling soul (although what I visualised was closer to
flakes of fish food than the ethereal image of a soul), and through the repetition of the
exploration I found that I was drawn to one particular gesture. -This gesture became my
way into the character, and to the intensity of the energy needed to sustain the role.
The gesture was a simple movement of drawing my hands together with one resting
above the other, as if I held an imaginary ball between them. The space between my
hands became important because the gesture represented the unending desire of
Mephistophilis to obtain the soul of Faustus. The space between my hands became a
constant reminder that drove the character forward, while simultaneously challenging by
my internal imagery of capturing the falling pieces of my own soul. This created a
conundrum for the character and a logistical problem for me as I realised I could not
successfully accommodate physical gestures for both images. The contradiction between
the two images was paralysing and this feeling became the key to physicalizing the
character. The tension of this conflict created physical tension in my hands, which then
filtered into the rest of my body. The conflict, embodied through the dual imagery and
the introduced tension, developed and grounded the character in constant struggle to
achieve movement. This struggle deepened my focus during performance and created an
expanded sense of energy that matched the heightened text and experimental vocal
delivery.
The detailed physicality and the abstract conundrum of the character would not have
emerged from logical analysis, because as Brook points out, 'the rational mind is not
nearly as potent an instrument of discovery as the more secret faculties of
intuition' (Brook 1993, 108). The physical responses to the imagery and the experience
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of the conflict created more complex meanings for the character. The experiential nature
of the gesture work, combined with the physical training of the rehearsal, allowed me to
work intuitively and discover complex connections to the character.
These connections were also evident in the rehearsal process for Hitchcock Blonde and
Dr Faustus where intuitive ideas about the character were explored through gesture, often
with surprising results. This stage of the practical work highlighted the effectiveness of
gesture in expressing the abstract imagery of the character and creating embodied
meaning. Gesture is a pragmatic, yet creative tool that provides the performer and the
observer with a concise visual summary of the character. Even the transitional
movements between each of the gestures can create meaning for the character, because
the journey between two established points of reference (for example the Jo and the Ha)
can be experienced in a variety of ways depending upon the tempo-rhythm of the
movement. This also highlights the fact that the actor's body is constantly producing
meaning, whether intentional or accidental, and this makes the physical awareness of the
actor vital in the creative process.
The application of gesture to the three rehearsal processes also gave me valuable insight
into the potential problems of applying theory to living breathing actors. Applying the
gesture work to three distinctly different rehearsal processes created three different
approaches to the gesture work. While working with such diversity offered a great deal
of information, the gesture work was expanded, rather than refined, by the practical
application. However, as Bogart points out in A Director Prepares, 'Sometimes you have
to go through the back door to get to the front' (Bogart 2001, 124) and the next stage of
the process involved simplifying the structure of the gesture work into a repeatable
process that was not reliant upon prior knowledge of established training vocabularies,
but instead operated within the basic structure of the Jo Ha Kyu. This simple definition is
all the actor requires to clearly identify each stage of the gesture production, and to create
a visual summary of the journey of the character through the narrative.
This shifted the focus of the practical work away from the ensemble to more
comprehensive explorations with individual actors. I invited four actors with a range of
performance experience to engage in individual gesture sessions that utilized the same
monologue and a simplified process that introduced the manipulation of gesture. This
process is outlined in Chapter Seven along with detailed responses to the work.
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Chapter 7: Individual gesture work
[The body] is the sole mediator of human experience. It is our body that climbs the
mountain, whispers in another's ear, trembles with excitement, notices the light
change, grips the bag, tenses with fear, laughs with delight. It is our body that
actually lives our life. Our mind may plan, and process, and recall, but it is the
body that directly experiences the reality of the world.
(Marshall 2001, xii)
•

After the initial explorations of gesture in the rehearsal process, the next stage of
development for the practical gesture work focused on simplifying the structure to a basic
step-by-step process that was accessible and repeatable. This simplified structure was
then applied in individual gesture workshops where working one-on-one gave the
opportunity to explore each gesture in greater detail. This was done to establish the effect
of manipulating the tempo-rhythm of the gesture within the triphasic structure, in order to
see how this affected the emotional responses of the actor. This chapter describes the
refinement and application of the practical gesture work to individual sessions with four
separate actors, and details their responses to the work.
The integration of McNeill's definition into the practical work gave the gesture
production technical acuity, while still allowing the actor to creatively engage with
abstract imagery. This definition re-enforced the Jo Ha Kyu vocabulary established
during the initial explorations, and emphasized the connection between imagery and a
simple movement of the hands. Setting specific parameters for the structure of the
practical gesture work created a 'container in which the actor can find endless variations
and interpretive freedom' (Bogart 2001, 46). The theory helped to clarify the process and
simplify the structure into an easily accessible tool for the actor. The integration of
theory into the practical work helped to create an environment within which creative
spontaneity could occur. The practical process of the gesture work was clarified by the
use of McNeill's definition, to identify the two distinctive movement phases that occur
before and after the 'stroke', or execution of the gesture. The simplicity of this structure
clarified the work, creating a process that was easy to for the actors to understand and
engage with, without compromising the depth and detail of the work.
I invited Theresa, Jane, Brooke and Paige, who are four actors with a range of
performance experience, to individually attend the gesture workshops in order to discover
if this gesture work was productive for actors who already had an established creative
process for character development. Each participant attended a separate session, in which
the structure of the process was explained, and the definitions of metaphoric gesture and
Jo Ha Kyu were clearly established before the practical work commenced.
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After the practical work with the rehearsal process for Cafe, I realised that it was
unnecessary to introduce extensive vocabulary from other actor training methods because
the vocabulary of the gesture (Jo Ha Kyu) was sufficient for the actor to articulate their
experience. This simplified the process by labeling different aspects of an expressive
medium that was already familiar to the actors. While the work with Café aimed to
create a visual summary of the character, these individual sessions focused on a more
detailed exploration of the character. Simplifying the process allowed the actors space to
explore their experiences within the process without the need for additional training.
Each of the actors worked with the same text, which was a monologue for the character
of 'Libby' from Blue Window by Craig Lucas. Working with a monologue rather than a
full script simplified the parameters of the physical exploration, which allowed me to
compare the different responses of each actor to the same text.
The triphasic structure of metaphoric gesture provided the means whereby the temporhythm of the gesture could be consciously manipulated within a certain set of
parameters. This narrowed the focus of the gesture exploration to include the organic
tempo-rhythm of the gesture, where the Jo Ha Kyu is not fixed, and a pre-determined
structure of Jo Ha Kyu that consciously changed the tempo-rhythm of the gesture. To
explain this process to the actors I described the Jo Ha Kyu as a sliding scale, where the
duration of the Jo and Kyu were determined by the position of the Ha on the scale. The
actor would first produce a metaphoric gesture representing a particular image for the
character, and then identify where the Ha occurred within the gesture. Once this was
established, the gesture was consciously manipulated by changing where the Ha occurred.
Re-positioning the Ha did not change the shape of the gesture but the quality of the
movement engaged in producing the gesture. This produced two distinct movement
phases separated by a moment of revelation.
The individual gesture work led me to shift my initial perspective of the Ha as one part of
a three-stage movement, to the moment occurring between the Jo and the Kyu. This was
not sophistry but an observation of the connection between gesture and breath patterns.
Metaphoric gesture has a triphasic pattern of movement that fits the Jo Ha Kyu, but
breath is biphasic process of breathing in and out. Yet these two processes worked in
harmony and synchronized into a complementary pattern. The breath usually followed
the tempo-rhythm of the gesture, however these two processes were interdependent,
affecting each other and combining with the actor's imagery to create emotional
responses. These changes in breath pattern were evident during the individual gesture
workshops, and contributed to the emotional responses experienced, as well as affecting
the actor's interpretation of the imagery into gesture. Changing the tempo-rhythm of the
gesture also changed the breath patterns of the actor and introduced different tensions into
the body, which then affected their emotional response.
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Explaining the concept of the Ha during the practical work produced some interesting
comparisons, including 'like touching something hot', or 'having a moment sneak up on
you', but essentially the Ha is a moment of revelation for the actor. This revelation, or "aha!" moment is when the actor connects body and imagination in response to a
performance moment in the transient now. The Ha can be experienced as a subtle shift in
thought or emotion, or as a momentous wave of emotion. To borrow Zarilli 's (2002)
description of Herbert Blau's (1982) concept, the Ha is the gestural equivalent of
'perching "on the edge of a breath, looking..." (Zarilli 2002, 196).
The conscious manipulation of the gesture, combined with the altered breath patterns,
changed the actor's experience of the imagery, and new subtext was created that affected
the performance of the text, both physically and verbally. The new subtext of the
manipulated gesture allowed the actor to produce gesture-speech mismatches where the
gesture did not naturally follow the meaning of the speech. These contradictions
produced different perspectives of the character and prompted new ideas for developing
the character. In Movement for Actors, Susan Dibble observes that by 'exploring the
opposites, the extremes, the negative and the positive, the actor is given the opportunity
to stretch imaginatively' (Dibble 2002, 142). Some of the gesture-speech combinations
provided spontaneous emotional connections that surprised the actors and gave them
deeper connections to the text.
During the individual sessions my role in facilitating the process became similar to that of
a director. I worked closely with the actors to establish the structure of the work and
provided feedback from an outside perspective, which gave the actors insight into how
their experiences were communicated visually. My background as a director and
performer has influenced this practical work creating a process that fosters the interactive
actor/director relationship. This interaction precluded extensive note taking during the
sessions, making it necessary to videotape the sessions for later review. Excerpts from
these videotaped sessions have been included in the support material (see Appendix 9.4).
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7.1 From intuition to embodied knowledge

The practical gesture work is divided into five stages: Text, Gesture, Jo Ha Kyu, and
Gesture and Text and visual examples for each stage are demonstrated in 'Process
Overview' (An Impulsive Gesture (?), 2008). The process begins with the actor's
intuitive response to the text, which becomes the creative starting point for the physical
exploration of imagery, which is then refmed into a single gesture. This gesture becomes
the embodied knowledge of the character that connects the actor both physically and
emotionally to the text. The integration of knowledge, intuition and experience creates
spontaneous emotional connections for the actor that invigorates and informs their
performance. The process is broken down into the five stages and explained below:
1. Text: The creative starting point

The text used in the practical gesture sessions was a monologue for the character of
'Libby' from Blue Window by Craig Lucas. The monologue was chosen for its
complexity, and the layers of subtext that emerge as the character recounts surviving a fall
from a hotel balcony that killed her husband. The monologue had a range of emotional
potential for the actor; beginning with a humorous anecdote about meeting her husband
and falling in love, before the tone darkens with the revelation that she was partly
responsible for her husband Marty's death because she landed on him, killing him
instantly.
This piece became the starting point for the actor's investigation into the character.
None of the actors involved in the practical sessions were familiar with the script and this
allowed us to work without any preconceptions of the character. The actor read the
monologue through a few times followed by a brief discussion to establish the actor's
first impressions of the character. Limiting the discussion forced the actor to work
intuitively and trust their initial responses to the character. This also helps to prevent the
creative paralysis of not knowing where or how to begin the work, by focusing on
trusting intuition rather than searching for logical answers. The idea of this practical
work is to create an environment where the actor has the opportunity to listen, and
respond to the body.
The next step was to identify the Jo Ha Kyu within the text in order to map the journey of
the character and to make the actor familiar with the vocabulary that would be used
during the physical gesture work. Applying the Jo Ha Kyu to the text gave the actor an
understanding of the narrative qualities of the concept, which was applied to the physical
work with gesture.
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2. Imagery: Connecting the text to the imagination

Once the actor had read the script and identified the shape of the narrative I asked them
an open-ended question about the character that introduced the concepts of love, hate,
fear or desire. The question was 'What does your character love/hate/fear/desire most?',
and instead of discussing what the actor thought the answer would be I asked them to find
an image that would represent the answer. This introduced the abstract imagery needed
for the production of metaphoric gesture and encouraged the actor to work intuitively
from the imagination. The actor needed to be specific with the detail of the image and
introduce as much sensory information as possible, including smells, sounds and colours.
Once the details of the image were established, the actor began to actively explore the
image through improvised movement. In 'Process Overview' this exploration is
demonstrated in 'Imagery', where two movement explorations are shown, the first
relating to the question 'What does your character desire most?' (Exploration 1), while
the second evolved from the question 'What does your character hate most?' (Exploration
2). In the first example various images emerged relating to the character's husband,
including touching his face (lmin. 20sec.), embracing him (lmin. 56sec.), and holding his
hand between her own (2min. 40sec.). In the second exploration the actor's gestures take
on a darker, more urgent feel, as she explores her teeth which are the source of her hatred.
The physically invasive exploration includes feeling the contours of her face (25sec.),
reaching inside her mouth (15sec.) and manipulating her teeth (35sec.), and covering her
mouth (48sec.) and eyes (lmin. 1sec.).
The actors were not limited in exploration of movement, but it was interesting to observe
that all of the participants focused on producing movements of the hands and upper body.
This may have occurred as a response to the idea of working with gesture, or simply as a
preference on the part of the actor. The exploration of the image produced different
physical moments that resonated with the actor. We selected the movement that felt most
connected to their image, and then began the process of distilling the movement into a
single, repeatable gesture.
3. Gesture: Mapping the Jo Ha Kyu

In order to refine the movement into a metaphoric gesture, it was important to establish
the triphasic structure of the movement. The easiest way of doing this was to ask the
actor to locate the Ha moment of the movement. Once the Ha was identified, the shape
of the movement was refined into a gesture that began and ended with the actor's hands
resting in a neutral position by their sides. Both 'Exploration l' and 'Exploration
2' (from Imagery) were distilled into single gestures which are shown in the
corresponding examples in 'Gesture'. In 'Gesture l', we see the actor lovingly cradle her
husband's hand between her own, while in 'Gesture 2' her hands reveal her revulsion for
her reconstructed teeth and face.
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The actor then repeated the gesture a few times to refine the detail of the movement,
before offering feedback about how the image affected the experience of the gesture and
if any emotional connections had occurred. At this stage, the Jo Ha Kyu of the gesture
was not set or consciously manipulated, but rather evolved organically from the actor's
connection to the image. This raised the actor's awareness of how the physical
experience of the gesture could affect their emotional state. This awareness was essential
for the next step in the process, which involved the deliberate manipulation of the temporhythm of the gesture by changing where the Ha moment occurred within the movement.
4. Jo Ha Kyu: Many journeys in a single gesture

Once the actor was familiar with the vocabulary of the gesture and the movement, the
next step was to create two different tempo-rhythms for the gesture and compare the
emotional responses that resulted from the varied interpretations. The actor had already
established the first tempo-rhythm of the gesture by identifying the Jo Ha Kyu of the
movement, and this was altered by shifting where the Ha (or "a-ha!") moment occurred
within the triphasic structure.
To illustrate this process I asked the actor to imagine the Jo Ha Kyu as a sliding scale,
with the Ha represented by a single point on the continuum between the Jo and the Kyu.
By changing the position of the Ha on the continuum, the duration of the Jo and Kyu
movement phases was altered and the tempo-rhythm of the gesture changed. This would
in turn change the breath pattern of the actor and produce new responses to the imagery.
The first change involved moving the position of the Ha point of the gesture towards the
Jo, or beginning of the movement. This shortened the duration of the Jo and created a
fast engagement with the Ha moment. The actor then observed how this new rhythm
changed their connection to the imagery of the gesture, and any emotional responses that
occurred as a result.
The second change reversed the position of the Ha by pushing it back along the
imaginary continuum towards the Kyu, or the resolution of the gesture. This lengthened
the duration of the Jo to a slow sustained build up, while the Kyu was shortened to a rapid
denouement. The actor compared their responses to each of the three tempo-rhythms of
the gesture, and gave feedback about their experience of the three gesture variations.
These experiences created a physical subtext for the character, which was then combined
with dialogue from the text. The video footage from 'Jo Ha Kyu' demonstrates a range of
tempo-rhythms developed from the manipulation of the Jo Ha Kyu.
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5. Gesture and text

The actor then combined each of these three variations with different lines of text,
starting with the original tempo-rhythm of the gesture. Each variation added new subtext
to the dialogue and these combinations shifted the meaning and created new emotional
connections to the character (examples of these combinations are shown in 'Gesture and
Text'). Some combinations of text and gesture resonated more strongly than others and
this was evident in the vocal delivery and the change in breath pattern or body tension.
The gesture was added to the following lines of dialogue:
1. And he kissed me and I put my head back to look up at the sky.
2. We were gone; we were over
3. I can't have anybody hold me. I can never be held.
4. I landed on him. I killed him.

These lines were selected during the initial gesture session for their impact and imagery,
and the potential for the actor to engage strong emotional connections. The same
dialogue was used for all of the participants to compare the different responses. Three of
the four lines chosen contain negative imagery, and this provided a strong contrast to the
gestures that represented what the character loved most. This produced a situation in
which a gesture-speech mismatch could occur, and the contrast between what was said
and what was seen created some interesting and unexpected journeys for the actor.
7.2 Surrendering to the unexpected
Bogart observes that, 'To create demands a certain undergoing: surrender to a
subconscious process that can yield surprising results' (Bogart 2005, 30). From the
beginning of the process the actors worked intuitively to connect imagery to affect their
emotional states. This receptivity can only be developed when the actor has allowed time
to listen to the body and respond to impulses. The physical improvisation gave the actors
space to play with different imagery and develop their physical awareness. One
participant, Jane, commented that it had been a long time since she had been asked to just
respond to the impulses of the body and that it was an enjoyable experience.
Developing the physical awareness at the beginning of the process through the connection
of visualisation to physical improvisation allowed the actors to deconstruct the complex
physicality of the character into the smaller, detailed movement of gesture. This was
broken down further into the three parts of the gesture, to explore how we approach the
Ha (in the moment of the Jo) and the way we respond to the Ha (during the Kyu).
Often what the actors expected what not what they experienced, and by listening to the
body they gained new insight into the character. The discoveries made through working
intuitively with the body allowed the actors to build emotional memories for the character
that were easily accessible and did not require the actor to delve into their own personal
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memories to make emotional connections. When this physical exploration is refined into
the triphasic structure of the gesture it develops a tempo-rhythm that engages specific
breath patterns and physical tension. When working with negative, or strong emotional
reactions it is important to physically debrief the actor after the gesture by releasing the
tension created by the gesture production.
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7.3 Gesture-speech match: Deepening connections
When the gesture and speech complemented each other they produced a match that felt
'right' to the actor. The gesture added a visual subtext to the words that gave
dimensionality and context to the words. The emotional connections produced were
expected but still surprising in their depth and complexity. The following is an example
of a gesture-speech match that occurred in the session with Brooke, while working with a
gesture for 'love' (Individual Gesture Workshops, Brooke 'love')
The gesture involved reaching up to stroke her husband's cheek, with the Ha occurring as
her fingers touched his face. We combined this intimate gesture with the line 'We were
gone; we were over' (Brooke 'love', Gesture & Text 10sec.), and the combined meaning
of words and gesture created a strong emotional response. The Ha of the gesture
coincided with the word 'gone', and the gesture became her way of saying goodbye. The
tempo-rhythm of the gesture (Long Jo/Ha/Short Kyu) gave a sense of gravity to the
movement, and Brooke observed the tension this introduced into her body as she tried to
'make the moment last forever. But it didn't.. .Gut-wrenching' (2min. 12sec.).
7.4 Gesture-speech mismatches
However, in situations where a gesture speech-mismatch occurs there is also the potential
for strong emotional response. When the information offered by the dialogue is
contrasted, or contradicted by the imagery associated with the gesture, the integration of
the two modes of expression can create new meaning for the text by altering the actor's
perspective of the imagery. This shift in meaning is illustrated in a session with Theresa
that focused on producing a gesture for 'love' (Individual Gesture Workshops, Theresa,
Gesture).
During this session Theresa produced a gesture that involved lifting up her husband's
hand to cradle it between her own hands, with her left hand facing palm up, and right
hand resting slightly above it, palm down (Gesture 10sec.). The Ha occurred at the
moment when her hands enveloped his, as the movement of her hands stopped (20sec.),
however the tempo-rhythm of the gesture was not manipulated at this stage. I then asked
her to incorporate this gesture with the line 'I landed on him. I killed him', which
changed the meaning of the gesture for Theresa before it was even produced (Theresa,
Gesture & Text) . Theresa realised that her hand movements would unintentionally echo
the narrative described by the text. This combination created a new layer of meaning as
the tenderness of the gesture also became a visual representation of falling on her
husband and killing him. The gesture-speech mismatch created a new context for the
gesture, however the original association remained as a subtext for the actor that
deepened her emotional response to the moment.

81

7.5 Changing the tempo-rhythm of the gesture
Often the changes experienced by the actors were not dependent upon the text, but
directly related to the manipulation of the Ha moment of the gesture. Shifting the Ha
moment altered the tempo-rhythm of the gesture by extending the duration of either the
Jo or the Kyu. This focused the actor specifically on either the build up to the climax, or
the resolution after the Ha. Two examples from the gesture sessions highlighted the
effectiveness of changing the tempo-rhythm of the gesture.
The first involved Paige, who created a 'love' gesture, similar to those of Brooke and
Theresa, based on a physical connection with her husband (Individual Gesture
Workshops, Paige, Jo Ha Kyu). The gesture involved Paige reaching out and drawing her
husband towards her, bringing both hands to rest momentarily over her heart (1 mm.
15sec.). This was the Ha moment of the gesture. She then produced the gesture with the
line 'I can't have anybody hold me. I can never be held' (Paige, Gesture & Text 20sec.)
which created a realisation of loneliness. Paige then repeated the gesture with the same
line, but this time with a changed tempo-rhythm involving a short Jo and a long Kyu
(lmin. 40sec.). This time the same realisation of loneliness became deeper and was
followed by feelings of horror and emptiness, which surprised the actor who had not
expected that reaction (2min. 10sec.). Changing the tempo-rhythm of the gesture created
the same connections, but deepened the experience for the actor.
The second example involved a strong contradiction between gesture and text, which was
met with some resistance by Jane, who felt that the contrast was too great to generate an
emotional response (Individual Gesture Workshops, Jane, Gesture & Text, 1mM. 56sec.).
The gesture evolved from her imagery for 'love', which we narrowed down to 'freedom',
which involved a sweeping her arms out wide and folding them back behind her head as
she stretched her upper body back and raised her face up to the sky (Jane, Gesture). This
expansive gesture was integrated with the line 'I can't have anybody hold me, I can never
be held' (Jane, Gesture & Text) , and the tempo-rhythm was shifted to incorporate a long
Jo and a short Kyu (2min. 30sec.). The long Jo sustained the openness of the gesture and
changed the vulnerability of the words to a brave confession. The short Kyu became a
release that created the feeling of being stripped, or left with nothing. Jane was surprised
by the experience of the gesture and the spontaneity of her connection.
This resistance to some gesture-speech mismatches is often due to the actor jumping
straight to the expected result instead of focusing on the process. Resistance suggests that
the actor is not working in the transient now, but projecting outcomes for a situation that
can only be understood through experience. Sometimes it was the change in temporhythm that reconciled the contradiction by creating a different perspective from which
the actor could engage with the image. In these moments new insights into the character
are often revealed.
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Brooke also experienced a moment of resistance to a gesture-speech mismatch in her
session, while working through different tempo-rhythms for her 'hate' gesture (Individual
Gesture Workshops, Brooke `hate'). The character hated the feeling of emptiness in her
life since the death of her husband, and this imagery was represented by gesture of
reaching out both arms into the empty space around her (Brooke 'hate', Gesture 15 sec.).
This was emphasised by the location of the Ha, which occurred at the moment when her
hands couldn't reach out any further, making her realise that she was truly alone. We
manipulated the Jo Ha Kyu of the gesture to incorporate a short Jo, and an extended Kyu,
and this created a tempo-rhythm whereby Brooke threw her out wide before slowly
dragging them in again (Jo Ha Kyu 2min. 23sec.). This change in tempo-rhythm also
created a change in how she viewed her image. Where her original image had been
'reaching out into nothing', she now described the image as 'dragging the world in to
nothing' (4min. 45sec.). In her feedback afterwards Brooke admitted that she did not
think that the fast timing of the Jo was going to work with the gesture, but found through
the experience that this seemed to intensify the Kyu stage of the movement, which in turn
changed her perspective of the image.
As Bogart points out, 'Exactitude concentrates and magnifies an action' (Bogart 2005,
104) and the previous examples cited from the practical gesture sessions illustrate the
importance of the tempo-rhythm in establishing the detail of the gesture. By focusing on
the quality of the movement the actor became aware of how each change affected their
physicality, breathing and changed their connection to the imagery, either by deepening
the connection, or shifting their perspective in relation to the image. This awareness
developed clarity in movement and thinking, integrating the inner and outer worlds of the
actor.
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7.6 Participant feedback

All of the actors were surprised that such small physical changes could create such strong
emotional responses. As Paige observed, `[this work] makes you really conscious of your
emotions.. .They're not consuming you, you just feel it' (Individual Gesture Workshops,
Feedback, Paige 8sec.). The changes in tempo-rhythm provided a range of different
emotional connections, even within a single gesture. Working in this way was a new
experience for these actors, and the general consensus of the feedback was that this type
of work would be useful in their own process as actors, and could even be used in
performance as a way of getting actors out of their own physical habits by creating
gestures that relate strongly to the character. Paige pointed out that when working with
consciously produced gesture :
You feel a lot more of a connection with it.. .and when the gesture was put back
with the text the I felt more 'grounded' to the character, because you have these
intense emotions that [the character] feels inside you, and when you have [the
gesture] it's [the character's] not your own...It's not me as Paige, it's me as the
character (3min, 34sec.).
This work gave the actors a strong connection to the imagination through the
physicalisation of imagery that 'helps you to see an image in so many different
ways' (Feedback, Brooke, 2min. 8sec.). Brooke also observed that 'it's okay to use your
imagination and see something but touch, and the feel - you still need to feel it.' (2min.
55sec.). As Paige pointed out, working with gesture to develop the character 'gives you a
physical connection [to visualisation] rather than just a mental connection' (Feedback,
Paige, 9min. lsec.) which creates visual and emotional connections more easily than
traditional visualisation techniques.
Jane found that the work with the Ha gave her clarity and the way that she used the
moments around the Ha was almost more important because these are the moments that
take the audience on the journey with your character (Feedback, Jane). Paige remarked
that, 'The ha is the moment you can take with you [on stage], and even if you can't do
[the gesture], you still have that feeling with you' (Feedback, Paige, 8min. 8sec.). Jane
made the wry observation that this type of character development work 'stops selfindulgent acting', by allowing the actors to experience the truth of an emotion in that
moment, without 'holding onto the moment for too long' (Feedback, Jane, 2min. 4sec).
When the creative focus of the actor is directed towards the specificity of the movement,
the actor can explore the character's emotional response to imagery without resorting to
psychological self-indulgence. This awareness clarifies the creative choices made for the
character, ensuring that the physical vocabulary developed in rehearsal is not simply an
unconscious representation of the actor's own physical habits.

84

The individual gesture sessions provided insight into the effectiveness of the practical
gesture work in creating spontaneous connections with imagery and emotion. This
demonstrated the potential for the gesture work to be applied in performance as well as in
character development, and opened up new possibilities for further development of the
research. The actors who participated in the individual gesture sessions offered
suggestions for future research, and these ideas are discussed in Chapter Eight.
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Chapter 8: Project Outcomes

8.1 Summary

The practical component of the project provided the opportunity to apply the
sociolinguistic insights of David McNeill and Susan Goldin-Meadow to a creative
process in order to develop a practical tool for the actor in character development.
Applying the sociolinguistic gesture definition to the structure of the practical work
balanced the improvised focus of Active Analysis and provided clear parameters within
which the gesture work could be deconstructed and explored. By identifying each phase
of the triphasic gesture and experiencing the potential for different tempo-rhythms of the
gestures, the actors developed a high level of physical awareness and allowed themselves
the space to respond to each moment as it occurred, focusing the actor on working in the
transient now to produce spontaneous emotional connections to the character and the text.
As Bogart points out, 'The time.. .is made essential by the attention given to it' (Bogart
2007, 135).
While this research does not provide a definitive answer to Susan Goldin-Meadow's
question, 'Do new ideas come first in gesture regardless of domain?' (Goldin-Meadow
2005, 244) the results of the practical gesture work does suggest that new ideas are
expressed first in gesture. This was corroborated by the responses of the actors involved
in the individual gesture workshops, who were all surprised by the range of imagery
associated with the character that emerged from the experience of the gesture. The
sociolinguistic framework anchors the creative process and allows the actor to discover
freedom within form. Bogart makes the observation that:
Great performances exude both exactness and a powerful sense of freedom. This
freedom can only be found within certain chosen limitations. The limitations serve
as a lens to focus and magnify the event for the audience as well as to give actors
something to measure themselves against (Bogart 2001, 46).
The detailed process of creating and deconstructing gestures provided the actors with a
physical reality within which they could explore and experience the character, building
layers of meaning to create characters that were dynamic, contradictory and essentially
human. As Rumohr observes, 'By distilling characters or scenic moments to their core
gestures, you can achieve performances that are so psychologically complex that it would
take reams of paper to describe them' (Rumohr 2002, 22).
The new contribution to the current body of knowledge in actor training is developed, as
all new ideas are, from a re-combination of existing knowledge in order to evolve current
thinking in contemporary actor training methodologies. One observation made in
Chapter Four is that there are no pure acting theories because it is experiential evolution
that progresses theoretical knowledge, even within the more formally structured actor
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training methodologies. In this project, the unique integration of sociolinguistic
definitions of gesture with the more intuitive, imaginative aspects of character
development has produced a detailed, yet physically contained, process of embodied
visualisation. The actor engages in the sensation of each detail of the gestural movement
in accordance with the imagery to which it is linked. The physical connection to imagery
through gesture enables the symbiotic relationship between body and imagination, which
then initiates (or sustains) the development of the character. Embodied visualisation
allows for the discovery of spontaneous emotional connection to the text, as well as the
formation of new ideas and imagery.
The conceptual outcome of the project also provides an alternative theatrical definition
for gesture in terms of its co-communicative relationship to text and speech. Gesture is
engaged as an active tool for creative development, rather than simply being a passive
accompaniment to speech, and the creative potential for generating subtextual ideas and
emotional connections is clearly demonstrated in the individual gesture sessions
described in Chapter Seven. The integration of sociolinguistic gesture research into
contemporary actor training methodologies used in this project demonstrates the future
potential for gesture to be explored as a partner to speech rather than simply being
considered a physical sub-category of movement training.
While the gesture work undertaken in this project focused on character development in
rehearsal process, the same tool may also be useful in performance as a means of redeveloping or refreshing an established, or familiar character. In situations where the
actor is performing a character over a long period of time, this tool may also help the
actor to stay engaged with the character by providing a fresh perspective which may
produce new, or more complex, emotional connections to the character.

8.2 Future research
This research provides a starting point for the exploration of different applications of
gesture in the creative process of character development. The feedback I have received
from the actors who participated in this project has indicated particular areas of interest
for further study. These include extending the work by manipulating breath patterns to
create contradictions; bringing the tempo-rhythm of the gesture into a full body
movement, and applying the process of the practical gesture work to either non-text based
performances, or heightened text such as Shakespeare.
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Another potential extension of this research would be to engage the gesture work in
creating a physical vocabulary for performance in order to gauge the effectiveness of the
process from the point of view of the audience as well as the actor. While a performance
outcome extends beyond the scope of this project, it would be interesting to discover
whether a reproducing consciously developed gestural vocabulary in performance could
still create spontaneous emotional connections in both naturalistic and stylised
performance genres.
The practical result of this project has been the creation of an accessible physical tool that
enables actors to listen to their bodies as a source of creative inspiration, allowing them to
create dynamic connections with text and imagery and embody knowledge through a
simple movement of the hands.
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Impulsive Gesture Individual Workshops
Information Sheet

Title of Investigation
An Impulsive Gesture: Exploring gesture as embodied imagination in character
development.
Project Investigators
Michael Edgar (Chief Investigator) Deputy Head of School, Lecturer in Theatre
Nicole Jobson (Researcher/Student) MFA Candidate

An invitation for you
I would like to invite you to become a participant in An Impulsive Gesture, a
series of individual workshop sessions to be held in the Annexe, at the School of
Visual and Performing Arts lnveresk campus. You have been selected because I
believe that as an independent artist, your skills, experience, and maturity will
create an open-minded approach to the workshop process. Your theatre training
and knowledge of both rehearsal and performance processes will enable the
workshops to begin from an advanced practical level.
Workshop sessions will focus on individual work with one participant attending
each session. You should wear comfortable clothing for ease of physical
movement, and flat shoes (or you may work in bare feet), and you are also
encouraged to bring a bottle of water.

What are the workshops about?
The workshops are one of the practical components of my current research
towards completing a Master of Fine Arts (MFA) at the University of Tasmania.
The workshops offer the opportunity to put into practice the mix of ideas that
have been drawn from various physical theatre training methods, including
Viewpoints and the Suzuki method, to see how effective physical gesture can be
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in the creative process, and as a rehearsal tool for character development. The
exercises will incorporate Stanislavski's Active Analysis as a framework towards
actively analysing text and character through gesture.
What is the focus of the research?
Western teaching models of actor training have traditionally derived from, or
focused on the psychophysical approach of Constantin Stanislavski, in which
actors focus on creating realistic performances by first creating the inner
character, infused with emotional life often drawn from memory or visual imagery,
and then expressing this character through physical action. In The Stanislavsky
Technique: Russia (1987) Mel Gordon describes Stanislavski's later work on the
Method of Physical Action, devised because Stanislavski realised that 'all
physical action is psychophysical. This means that internal feeling and
character identification could be stimulated by pure movement, action, and
rhythm' (Gordon, 1987, 208).
Gesture is defined in the Macquarie Concise Dictionary as 'movement of the
body, head, arms, hands, or face expressive of an idea or emotion'. According to
Anne Bogart and Tina Landau in The Viewpoints Book (2005), a gesture has a
rhythm best described by Zeami Motokiyo (founder of Japanese Noh theatre) as
`Jo Ha Kyu', or put simply 'beginning middle end'. However, there are far more
complex connotations to the meaning, and another definition offered is
'introduction exposition denouement', which suggests a more affective rather
than mechanical energy (2005, 147). This creates a connection between the
outer physical, or lived experience of the gesture, and the inner emotional
responses arising from an awareness of this rhythm.
Within the project, I will be investigating the connection between the physical
experience of the gesture, and any emotional responses occurring from the
performance of the gesture. This follows the idea that our body language, or
action, does not simply reflect our emotional state, it can often produce it. For
example, studies by the University of Michigan found that 'simply by making the
facial expression you abet development of the feeling. Forcing a smile actually
puts you in a better mood' (Seitz, 1993).
For the actor, this may offer a physical alternative to traditional character
development involving psychological techniques such as 'affective memory',
which rely heavily on the personal experiences of the performer. A physical
approach offers a less invasive and more spontaneous approach to performance,
allowing the actor to step into and out of emotionally demanding roles without
fear of psychological harm.

Why use workshops?
Acting is a dynamic ensemble process, and this collaborative approach is
essential to developing the ideas of this research project. By actively practicing
with, rather than just theorizing about, the possibilities of gesture, the research
findings become more tangible, ideas can be extended, refined, and clarified.
This is an optimistic premise, which may not work for all performers, as there are
many different approaches to characterisation and performance, however failure
too is a valid part of the research process. For these reasons your feedback,
both positive and negative, will be invaluable.
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What will you gain from this experience?
While participation in the individual workshop sessions is on a strictly voluntary
basis and will not entail remuneration to workshop participants, the benefits for
the performers involved are significant in terms of skill development. The
individual workshop sessions offer an opportunity to work with a new approach to
the traditional rehearsal process, developing physical skills in character
development that will be useful in future rehearsal and performance processes.
Traditionally, gestures often occur as an afterthought in the rehearsal process, a
by- product of rehearsal that more adequately represents the actor rather than
the character they are performing. By developing an approach to characterisation
that is based on an awareness of what we are actually communicating with our
bodies on stage, we begin to perform in the present moment, actively connecting
to our physical representation of a character, and to other characters, and
ultimately - the audience.
The individual workshops will provide a valuable performance tool by which you
can discover, and recreate, connectedness on stage. The physical approach to
the creative process offers performers the means to repeatedly access emotional
response without the necessity for rehashing personal emotional memories,
creating a sense of immediacy in performance that is not dulled with repetition.
This creates performances that are spontaneous, fresh and readily accessible to
both performer and audience.
What can you expect from the workshop?
The individual workshops will be tailored to all levels of physical fitness and
flexibility. Physical gesture can be utilised by all individuals regardless of
physical condition or training experience. Light physical activity, will include
stretching and warm up exercises, simple movement will focus mainly on the
upper body, arms and head. You will work with dramatic text, in the form of a
short monologue, which will form the basis for the character development work.
The individual workshop sessions will focus on process rather than performance,
and will not culminate in a formal performance.
Possible risks or discomforts
The individual workshops will focus on the application of physical theatre
techniques through the use of light, or low impact, physical and vocal work. The
individual workshop structure, and confidentiality of participant information will
ensure that there will be no:
• physical effects (eg the risk of pain),
• psychological effects (eg the risk of emotional distress or embarrassment),
• social effects (eg the risk of social harm if information was disclosed)
• commercial or legal effects or consequences.
Your feedback:
Participant feedback will be invited during the workshop process in the form of
discussion, and at the end of the session you will be invited to give verbal
feedback detailing your experience of the individual workshop session. The
individual workshop session and any accompanying verbal feedback will be
videotaped as a visual record of your physical engagement with each of the
exercises and as an accurate record of your feedback of the experience.
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The video footage will be viewed by my Supervisor Michael Edgar and me, and
will be used to determine the effectiveness of the individual workshops as a part
of the applied outcomes of the project. Feedback from individual workshop
sessions will also be transcribed. You will be offered the opportunity to review
any recordings of your personal data, including video footage and transcripts.
Excerpts of the recorded footage from the individual workshops and transcripts of
verbal feedback will be used as support material in the preparation and
presentation of my thesis. During the course of my final assessment this support
material will be viewed by a panel of assessors comprised of senior academic
staff from the University of Tasmania's School of Visual & Performing Arts, as well
as an external examiner.
Can you remain anonymous?
Absolutely. As a participant, you will be identified by a number in order to protect
your privacy and maintain the confidentiality of your personal data.
You may also request video recordings be edited if you do not wish to be
included in any visual material. In this situation, your personal data would be
limited to audio recordings and written transcripts.
During the project, all audio and video recordings and written documentation will
be held at the School of Visual & Performing Arts either on a password protected
computer, or in a locked cabinet. Any information that identifies participants will
be kept separately from personal data files (eg footage and transcripts). All
recordings and documentation will remain secured at the School of Visual &
Performing Arts for a period of 5 years after the completion of the research
project (to be completed by May 31, 2008), or until no longer required, after
which time all raw data (including video-tapes, DVD's, and CD's) will be
destroyed.
You will be asked to sign a consent form before commencing participation in the
workshops, confirming that you understand and accept the methods of data
gathering and information archiving involved in the research process of this
project.
Can a participant withdraw their consent?
Participants are free to withdraw from the research process at any time without
effect or explanation, and may withdraw their consent to allow recordings of
their own personal data, including video, audio and written, to be included in the
project. In this situation, any written feedback will be returned to the individual,
and video or audio recordings will be deleted.
All written, audio, and video information gathered during the course of the
workshops, as well as the final exegesis, will be made available to participants
wishing to verify confidentiality, or make any editorial amendments.
Results of the investigation
You will have the option to see your own personal data, and you will be kept
informed during the course of the study of any significant findings that might
affect you, and to receive the final results. Should you wish to see the final
results of the investigation (due for completion in 2008), please do not hesitate to
contact me directly on 0403 894 128, or nsjobson@utas.edu.au .
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Inclusion
If you would like to be involved in an individual workshop session, please contact
me directly on 0403 894 128, or email nsjobson@utas.edu.au to confirm a
session time.
Ethical approval
This project has received approval (H9138) from the Human Research Ethics
Committee (Tasmania) Network which is constituted under the National Health &
Medical Research Council. The Committees under the HREC (Tasmania)
Network use the National Statement on Ethical Conduct in Research Involving
Humans Guidelines to inform their decisions.
For any additional information regarding the project, or for any concerns
regarding the ethical nature of the project, or the manner in which the project is
conducted, you may contact the Executive Officer of the Human Research Ethics
Committee (Tasmania) Network. The Executive Officer can direct you to the
relevant Chair of the committee that reviewed the research.
Executive Officer: Amanda MacAully (03) 6226 2763
0403 894 128
Contact person: Nicole Jobson
Michael Edgar (Chief Investigator) (03) 6324 4427

Information sheet and consent form
You will be given copies of the information sheet and statement of informed
consent to keep.

Signed:

/
Michael Edgar
Chief Investigator

Signed:
Nicole Jobson
Researcher/Student

99

School of Visual & Performing Arts

UTAS
Date: ,)OS

Locked Bag 1362 Launceston
Tasmania Australia 7250
Telephone (03) 6324 4440
Facsimile (03) 6324 4401
Nicole Jobson
MFA Candidate
0403 894 128
nsjobson@utas.edu.au

jot*

Impulsive Gesture Individual Workshops
CONSENT FORM
Title of Project: An Impulsive Gesture: Exploring Gesture as Embodied Imagination in
Character Development.
1.

I have read and understood the 'Information Sheer for this study.

2.

The nature and possible effects of the study have been explained to me.
I understand that the study involves the following procedures:

3.

Light, or low impact physical and vocal activity. Light physical activity, will include
stretching and warm up exercises, simple movement focusing mainly on the upper
body, arms and head.
• Text analysis, and character development work.
• Participant feedback in the form of discussion during and after the individual
workshop.
•

4.

I understand that there will be no:
•
•
•
•

physical effects (eg the risk of pain),
psychological effects (eg the risk of emotional distress or embarrassment),
social effects (eg the risk of social harm if information was disclosed)
commercial or legal effects or consequences.

5.

I understand that all research data will be securely stored in a locked cabinet at the
School of Visual & Performing Arts, on the University of Tasmania premises for a
period of 5 years. The data will be destroyed at the end of 5 years.

6.

Any questions that I have asked have been answered to my satisfaction.

7.

I agree that research data gathered for the study may be published (provided that I
cannot be identified as a participant).

100

8.

I understand that my identity will be kept confidential and that any information I supply
to the researcher(s) will be used only for the purposes of the research.

9.

I agree to participate in this investigation and understand that I may withdraw at any
time without any effect, and if I so wish, may request that any personal data gathered
be withdrawn from the research.
Name of participant
Signature of participant

TO 0 4

-9-

'&4.99

Date

020 S2o

Statement by the Investigator:
I have explained this project and the implications of participation in it to this volunteer
and I believe that the consent is informed and that he/she understands the
implications of participation.
Name of investigator
Signature of investigator

/1/06_-

.
Date c>?(::)

og-

101

School of Visual & Performing •
Locked Bag 1:362 Lau noes •n
Tasmania Australia 7A•0
Telephone (03) 6324
0
Facsimile (03) 6324
1
Nicole Job in
kAFA Candid e
0403 894 1 8
nsjobson@utas.edu u

Dale:

2_ 41 5 10

Impulsive Gesture Individual Workshops
CONSENT FORM
Title of Project: An Impulsive Gesture: Exploring Gesture as Embodied Imagination in

Character Development.
1.

I have read and understood the 'Information Sheet' for this study.

2.

The nature and possible effects of the study have been_explained to me.

3.

I understand that the study involves the following procedures:
•

Light, or low impact physical and vocal activity. Light physical activity, will includ
stretching and warm up exercises, simple movement focusing mainly on the uppe
body, arms and head.
• Text analysis, and character development work.
• Participant feedback in the form of discussion during and after the individual
workshop.
I understand that there will be no:
• physical effects (eg the risk of pain),
• psychological effects (eg the risk of emotional distress or embarrassment),
• social effects (eg the risk of social harm if information was disclosed)
• commercial or legal effects or consequences.
5.

I understand that all research data will be securely stored in a locked cabinet at e
School of Visual & Performing Arts, on the University of Tasmania premises fo a
period of 5 years. The data will be destroyed at the end of 5 years.
Any questions that I have asked have been answered to my satisfaction.
I agree that research data gathered for the study may be published (provided th t
cannot be identified as a participant).

102

I understand that my identity will be kept confidential and that any information I sup ly
to the researcher(s) will be used only for the purposes of the research.
I agree to participate in this investigation and understand that I may withdraw at a
time without any effect, and if 1 so wish, may request that any personal data gather
be withdrawn from the research.
Name of participant

.J 120,1E. Loo rE
Date

Signature of participant

2

/ 0

Statement by the Investigator:
I have explained this project and the implications of participation in it to this volunt er
and I believe that the consent is informed and that he/she understands
implications of participation.
Name of investigator
Signature of investigator

o
Date c241
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Impulsive Gesture individual Workshops
CONSENT FORM
Title of Project: An Impulsive Gesture: Exploring Gesture as Embodied Imagination in
Character Development.
1.

I have read and understood the 'Information Sheer for this study.

2.

The nature and possible effects of the study have been explained to me.

I understand that the study involves the following procedures:

3.

• Light, or low impact physical and vocal activity. Light physical activity, will include
stretching and warm up exercises, simple movement focusing mainly on the upper
body, arms and head.
• Text analysis, and character development work.
• Participant feedback in the form of discussion during and after the individual
workshop.
I understand that there will be no:

4.
•
•
•
•

physical effects (eg the risk of pain),
psychological effects (eg the risk of emotional distress or embarrassment),
social effects (eg the risk of social harm if information was disclosed)
commercial or legal effects or consequences.

5.

I understand that all research data will be securely stored in a locked cabinet at the
School of Visual & Performing Arts, on the University of Tasmania premises for a
period of 5 years. The data will be destroyed at the end of 5 years.

6.

Any questions that I have asked have been answered to my satisfaction.

7.

I agree that research data gathered for the study may be published (provided that I
cannot be identified as a participant).
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8.

I understand that my identity will be kept confidential and that any information I supply
to the researcher(s) will be used only for the purposes of the research.

9.

I agree to participate in this investigation and understand that I may withdraw at any
time without any effect, and if I so wish, may request that any personal data gathered
be withdrawn from the research.

Name of participant

Co cte

\'•
-

Signature of participant

Date

30/ 3

/ 0s-

Statement by the Investigator:
I have explained this project and the implications of participation in it to this volunteer
and I believe that the consent is informed and that he/she understands the
implications of participation.
Name of investigator
Signature of investigator

1/4_756,s-6/■-)

Date
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Impulsive Gesture Individual Workshops
CONSENT FORM
Title of Project: An Impulsive Gesture: Exploring Gesture as Embodied Imagination in
Character Development.
1.

I have read and understood the 'Information Sheet for this study.

2.

The nature and possible effects of the study have been explained to me.
I understand that the study involves the following procedures:

3.

Light, or low impact physical and vocal activity. Light physical activity, will include
stretching and warm up exercises, simple movement focusing mainly on the upper
body, arms and head.
• Text analysis, and character development work.
• Participant feedback in the form of discussion during and after the individual
workshop.
•

4.

I understand that there will be no:
• physical effects (eg the risk of pain),
• psychological effects (eg the risk of emotional distress or embarrassment),
• social effects (eg the risk of social harm if information was disclosed)
• commercial or legal effects or consequences.

5.

I understand that all research data will be securely stored in a locked cabinet at the
School of Visual & Performing Arts, on the University of Tasmania premises for a
period of 5 years. The data will be destroyed at the end of 5 years.

6.

Any questions that I have asked have been answered to my satisfaction.

7.

I agree that research data gathered for the study may be published (provided that I
cannot be identified as a participant).
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8.

I understand that my identity will be kept confidential and that any information I supply
to the researcher(s) will be used only for the purposes of the research.

9.

I agree to participate in this investigation and understand that I may withdraw at any
time without any effect, and if I so wish, may request that any personal data gathered
be withdrawn from the research.

Orr-x■-re-

Name of participant

Date

Signature of participant

ko/ock/n7

Statement by the Investigator:
I have explained this project and the implications of participation in it to this volunteer
and I believe that the consent is informed and that he/she understands the
implications of participation.
Name of investigator
Signature of investigator

/V/

SC;&-b/V
Date

/0/09/c)7
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9.2 DVD documentation:

An Impulsive Gesture (?)

Process Overview
This is a visual summary of the gesture process utilised in the Individual Gesture
Workshops, as described in detail in Chapter Seven. The Overview provides a broad
example of one participant's journey from the initial exploration of the text through to the
development of the gesture's rhythm and the re-combination of gesture and text. Each of
the steps is demonstrated though short visual examples.
1. Text (see Appendix 9.3)

The text is the starting point for the gesture work. The monologue from 'Blue
Window' by Craig Lucas (Lucas 2001) was selected for the emotional complexity of
the writing which offers a range of potential imagery to engage the actor.
2. Imagery

The second step in the process involves the actor's initial physical response to the text,
combined with an open ended question. Two visual examples are given which relate to
two different questions. 'Exploration l' shows the actor's response to the question
'What does your character love most?', while 'Exploration 2' explores the question
'What does your character hate most?'.
3. Gesture

After engaging with the physical exploration of the question, the movement that
resonates most strongly with the imagery is refined into a single metaphoric gesture
according to the triphasic structure of Jo Ha Kyu. The tempo-rhythm of the gesture is
explored to locate the point in the movement at which the Ha occurs. Both 'Gesture l'
and 'Gesture 2' provide visual examples of the gestures distilled from the physical
exploration of the previous step.
4. Jo Ha Kyu

The tempo-rhythm of the gesture is then further explored by manipulating when the Ha
occurs within the structure of Jo Ha Kyu. In this visual summary different timings are
shown to give an idea of how this can change the actor's relationship to the gesture.
5. Gesture and Text

The gesture is then combined with specific lines of text in three different temporhythms. The first involves the organic placement of the Ha within the gesture, the
second moves the Ha to create a short Jo/long Kyu combination, while the third
reverses the tempo-rhythm to a long Jo/short Kyu.
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In 'Gesture and Text 1' the first example combines the gesture with the text 'And he
kissed me, and I put my head back to look up at the sky' (Lucas 2001) and the tempo
rhythm of short Jo/long Kyu (2sec.), followed by the same gesture-text combination
with a long Jo/short Kyu (18sec.) to highlight the different emotional connections
produced. The third example combines the same gesture with different text 'I landed
on him...I killed him' (Lucas 2001) and a long Jo/short Kyu tempo-rhythm (49sec.).
Gesture in Rehearsal

This section incorporates the workshops undertaken during the Cafe rehearsal process as
described in detail in Chapter Six.
1. Exploring Gesture

In 'All Gestures' we see the actors perform a range of different gestures including
behavioural (53sec.), cultural (lmin. 4sec.), and expressive (lmin. 58sec.).
2. Mapping the Character

'Examples l' shows the actor combining three words 'quiet...can...how' (lsec.) with
three separate gestures that represent the Jo Ha Kyu journey of his character through
the course of the play. This character map is then repeated with the movement
engaging the entire body (29sec.)
3. Ensemble Mapping

In 'Example l' and 'Example 3', the gestures produced during 'Mapping the
Character' are performed by all three actors simultaneously. In 'Example 2' the same
process is repeated with a different set of gestures, and feedback is given (25sec.).
The spatial relationships between the characters are changed (lmin. 10sec.) and
feedback is given (2min. 6sec.). The final visual example 'Mixing it Up' offers two
examples of different gesture combinations, where one gesture is drawn from each
character to create a new Jo Ha Kyu.
4. Working with Dynamic Shape

In this section each of the three gestures is extended into a full body movement that
creates a physically challenging and dynamic shape. 'Example 1' also contains actor
feedback.
5. Character Mapping with Text

In 'Example l' and 'Example 3' a line of text is incorporated with each of the three
gestures. The focus of 'Example 2' extends to an exploration of the transitions
between each gesture-text combination (lmin. 20sec.)
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Individual Gesture Workshops

This video footage offers examples drawn from the Individual Gesture Workshops
involving four different actors, with each session following the five step format detailed
in 'Process Overview'.
1. Brooke (love)

The question 'What does your character love most?' is explored in 'Imagery'
including the physical exploration of her husband's face (2min. 40sec.) and hair
(3min. 29sec.) which the actor elaborates on in her feedback (6min. 38sec.). A single
gesture was refined from this exploration and is demonstrated in 'Gesture' (18sec.). In
'Jo Ha Kyu' this gesture is combined with a short Jo/long Kyu (0-11sec.) and feedback
is given (12sec.). This combination is then reversed to a long Jo/short Kyu (2min.
10sec.) and followed with feedback (3min. 15sec.)
'Gesture and Text' begins with a gesture tempo-rhythm involving a long Jo/short Kyu
combined with the line 'We were gone...we were over' (Lucas 2001), and is followed
by actor feedback (lmin. 18sec.) in which Brooke discusses the range and depth of
emotional connections produced by the different tempo-rhythms.
2. Theresa

In 'Imagery' the question 'What does your character desire most?' becomes an
exploration of touch which Theresa describes in the feedback as an 'exchange of
touch' between herself and her husband (3min. 18sec.). This becomes an embrace
(3min. 49sec.) and then eventually leads to her holding his hand between her own
(5min. Ilsec.). This image is discussed further along with the emotional resonance of
the gesture (8min. 2sec.). In 'Gesture' the movement is refined into the triphasic
structure of lifting his hand (the Jo) to embrace it between her own (the Ha), before
releasing it again (the Kyu).
In 'Jo Ha Kyu' a different gesture is demonstrated relating to what her character hates
most. This gesture (established in Process Overview, Gesture, Gesture 2) is explored
in a range of tempo-rhythms as well as spatially (in terms of the size of the gesture, or
proximity to the actor's face).
The gesture for 'love' is explored in 'Gesture and Text', combining a long Jo/short
Kyu with the text 'I landed on him. I killed him.'. This produced a strong emotional
reaction which is discussed in feedback immediately following the gesture production.
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3. Paige

In 'Imagery' Paige explores the question 'What does your character love most?' and
she explores a range of different images which are discussed in the feedback (3min.
15sec.) One of the movements discussed involved drawing her hands towards her
heart and resting them there and in 'Gesture' this movement is refined into a single
movement of drawing someone close to her heart. The Ha moment of the gesture is
clarified and explored in 'Jo Ha Kyu' along with feedback from the actor about the
connection of tempo-rhythm and breath (4min. 23sec.) and how manipulating the
breath pattern accompanying the gesture can alter the experience of the imagery
(4min. 54sec.)
In 'Gesture and Text' the gesture is combined with the text 'I can't have anybody hold
me. I can never be held' and a long Jo/short Kyu, which is followed by feedback
(37sec.). The tempo-rhythm of the gesture is then changed to a short Jo/long Kyu
(lmin. 31sec.) with feedback (2min. 10sec.). Surprisingly, this simple change created
a strong and complex emotional experience for Paige.
4. Jane

The question 'What does your character love most?' created an interesting exploration
in 'Imagery' with Jane producing open, outward movements that contrasted strongly
with the 'love' gestures of the other participants (which tended to be more inward, or
internal). These movements were distilled down to a single gesture which is
demonstrated in 'Gesture' as an open, upward and eventually outward stretching
movement. In 'Jo Ha Kyu' changing the tempo-rhythm of the gesture provided
different perspectives for Jane, and completely changed her emotional connection to
the character. In 'Gesture and Text' the gesture is produced with a long Jo/short Kyu
and the line 'I can't have anybody hold me. I can never be held.' (48sec. and 2min.
30sec.), and feedback is given regarding Jane's resistance to the gesture-text
combination (lmin. 58sec.) and the surprising connection resulting from the unusual
combination (3min. 5sec.).
5. Brooke (hate)

In 'Imagery' a negative emotion is explored when answering the question 'What does
you character hate most?' and her imagery is very detailed. One particular image of
reaching her arms out is particularly striking visually, and emotionally and this is
discussed in the feedback (3min. 25sec.). This then becomes the focus in 'Gesture'
and is simplified into a stretching out of the arms, before dropping them back by her
sides. Brooke discusses the organic location of the Ha (lmin. 30sec.) in 'Jo Ha Kyu'
before consciously shifting where the Ha occurs (2min. 15sec.). This is followed by
feedback (4min. 43sec.) which illustrated the relationship between changing the
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tempo-rhythm and changing the experience of the imagery. In 'Gesture and Text' the
line 'I landed on him. I killed him.' is combined with short Jo/long Kyu (lmin.
10sec.) and long Jo/short Kyu (lmin. 58sec.). In her feedback (2min. 49sec.) Brooke
observes that connecting the gesture to the short Jo/long Kyu tempo-rhythm strongly
changed her experience of the gesture by shifting where the slow-motion part of the
memory occurred. Instead of recalling her fall in slow motion, she experienced the
moment after impact as slow motion - which was far more emotionally intense.
6. Feedback
Each of the four participants offers feedback detailing their experience of the
Individual Gesture Workshops, what worked for them, what didn't, and where the
potential lies for expanding this process in the future.
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Blue Window by Craig Lucas
LIBBY:

I went to get my teeth cleaned, of all things. I had thirteen cavities. I

wound up. . . seeing lot of . . .
The dentist. Martin Vanderhoffer.
And he was just a lot of fun. His family had a lot of money. I mean a
lot, a lot of money, so he didn't have to work at all if he didn't want to,
but he liked to which I liked. And he was fun.
And so we started to go out. And I got more involved with Marty. We
talked about getting married. . .
Aaaaand we did. Get married.
Big wedding. And . . . we laughed. Marty . . . We bought a big
apartment on East 71st Street — much too big for just the two of us.
Brand-new building, we had a terrace and windows on three sides. It
was almost the penthouse. We'd been married about three months —
not quite -. And ... I think I was pregnant. I was. We talked about it
and I was late. Anyway. I could have been . . . And we were
standing by the window. I didn't have any clothes on. I was looking
out. It was late — late afternoon. Everything was blue — as blue as it
can be before it gets black.
And Marty said, Come out on the terrace. I said, I don't have any
clothes on. And he brought me this little robe. And we walked out on
the terrace.
We'd only lived there for two months. And he kissed me and I put my
head back to look up at the sky. Our reflections were in the glass.
And I put my head back; we lived on the seventh floor, there was
another one above us.
And we leaned — he leaned — I set my back against the rail and it. . .
just. . . We were gone; we were over. I saw us leave the window. I
looked — past him, my hands reached past him to try to hold
something, there wasn't anything . . . just blue. . . And I didn't black
out. I thought — very clearly . . . This is bad. This is real. And it's
true, you see everything pass before your eyes. Everything. Slowly,
like a dream, and Marty was . . . Marty was climbing up me and
screaming and we turned . . . over . . . once . . . and . . . we went
through an awning . . . Sloan's . . . Which saved my life . . . And I
broke every bone in my face. I have a completely new face. My
teeth were all shattered; these are all caps.
I was in traction for ten months. And Tom came to see me every
week. Every day sometimes. Marty's family. Who sued the building
I mean, they never even attached it to the wall. It wasn't even
attached. It was just a rail — a loose rail. There was another one on
another floor, the same thing could have happened . . . I landed on
him. I killed him. I can't . . .
It's seven years. I'm thirty-three years old. I can't have anybody hold
me. I can never be held.
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