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ABSTRACT

This thesis investigates the body as a site for generating images for purposes of performance
making. It is a methodological study that draws from various traditions, methods and
somatic practices, such as yoga, Fitzmaurice Voicework®, the Sanskrit system of rasa, body
mapping and free writing. The study specifically focuses on interrogating the relationship
between breath and emotion, and breath and image, in an attempt to make performance
that is inspired by a biography of the body. It explores the relationship between body,
breath and feeling and how this impacts on the imagination in processes of generating
images for performance making. It further investigates whether breath can be experienced
as an embodied element that is sensed somatically by performers, and in so doing act as a
catalyst for activating memories, stories, and experiences held in the body of the performer.
The potential of breath as impulse as well as thread that connects imagination, memory,

body, and expression, is investigated.

Using the conceptual framework of somaesthetics, the study draws from theories of the
body, neuroscience and cognitive philosophy to support its claims. Through the disciplinary
framework of somaesthetics, as an embodied philosophical practice, it is suggested that the
performer cultivates a heightened awareness that makes possible what is being proposed as

a process of performance making.

It draws on my experience as a lecturer of theatre in the Department of Drama at the
University of Cape Town as well as on my experience as a maker of performance with The
Mothertongue Project, a women's arts collective | co-founded in South Africa in 2000. My
work with The Mothertongue Project, emanates from a particular ideological position in the
world that is informed by the context in which | locate. South Africa has some of the highest
rates of rape and sexualised violence against women in the world. The result is a society

where women’s bodies, in particular, are constantly under threat of being violated.

In summary, this thesis explores the relationship between a particular kind of performance
making process for a particular kind of work within a particular kind of context. It seeks to

provide women with the tools and space to speak back to the social context they inhabit.



The choice to include a creative project as a case study alludes to the synergetic relationship
between theory and practice. One that is cyclical; one that speaks directly to the method of
image generation for purposes of performance making that is being proposed, where the

route between breath, body, emotion and image, maps a circular trajectory.
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CHAPTER ONE - THE RAW MATERIAL

Introduction

This study investigates the body as a site for generating images for the purpose of
performance making.! It locates within the field of theatre and performance studies
and draws on my experience as a lecturer of theatre in the Department of Drama at
the University of Cape Town (hereafter referred to as UCT) as well as on my
experience as a maker of performance with The Mothertongue Project,> a women’s
arts collective which | co-founded in South Africa in 2000. The method that this
study proposes draws from and feeds into theatre-voice, my main area of pedagogy
which primarily teaches young performers how to engage and develop their voices
for performance. The study is further inspired by various traditions and practices
that expand the method to include approaches to acting. It specifically centres on
how to generate emotions without relying on cognitive emotional recall associated
with method acting, a technique based on the concepts and teachings of Konstantin
Stanislavski. Stanislavski’s method, to a significant degree, emphasises actors
drawing on personal emotions and memories as a way of connecting with their

characters.

My work with The Mothertongue Project, derives from a particular ideological
position in the world informed by the context in which | locate. South Africa has
some of the highest rates of rape and sexualised violence against women in the
world (Omari, 2013:np). Helen Moffett claims that “in post-apartheid, democratic
South Africa, sexual violence has become a socially endorsed punitive project for
maintaining patriarchal order” (2006:129). She further notes that “[t]his is generally
and globally true of rape, but in the case of South Africa, such activities draw on
apartheid practices of control that have permeated all sectors of society”
(2006:129). The result is a society in which women’s bodies, in particular, are

constantly under threat of violation. The necessity for a women's arts collective that

1 The terms theatre making and performance making are often used interchangeably. For the sake of
continuity, | have chosen to use the term performance making throughout, when referring to the
method this study proposes.

2 www.mothertongue.co.za



focuses on women creating and performing theatre inspired by women's personal
stories, is apparent in terms of the role it may play in redressing gender imbalances
and the high levels of violence against women historically prevalent in South African
society. It is necessary to challenge the silencing and marginalisation of women's

stories and theatre and performance is an effective means to achieve this.

The Mothertongue Project includes artists, facilitators and healing practitioners who
are committed to healing and transformation through the employment of
participatory performance approaches that integrate arts methodologies. The
methodologies include storytelling, physical theatre/movement, visual arts, creative
writing, music and expressive arts therapies. The collective consciously creates
spaces for women located at the margins to speak their stories and share their
experiences in order to gain power and credence within their bodies and
communities. The collective works from the premise that theatre and performance
which integrates the arts with the expressive arts therapies, are a valuable means of
enabling those most excluded, and provides them with an ongoing resource for
negotiating social and political obstacles with which they are faced. It aspires
towards a society where self-recognition, self-honouring and self-celebration of

women are commonplace.

In summary, this study investigates the relationship between a particular kind of
performance making process for a particular kind of work within a particular kind of
context. It seeks to provide women with the tools and space to speak back to the
social context they inhabit. The specific traditions and practices that the proposed
method employs include yoga, Fitzmaurice Voicework® (hereafter referred to as FV),
and the Sanskrit concept of rasa (elaborated on in Chapter Three). In Sanskrit
performance traditions, rasa is the experience of emotions aroused in the audience
by the performer. The study specifically focuses on investigating the relationship
between breath and emotion, and breath and image, in an attempt to make
performance that is inspired by a biography of the body. My personal experiences
with the practice of yoga and meditation, and subsequently with students in the
theatre-voice class and with performers in The Mothertongue Project, have evoked

an acute interest in the relationship between body, breath and sensation and in



what way this relationship impacts on the imagination in processes of generating
images for performance making. These experiences are expanded on in Chapter

Four.

The study further investigates whether breath can be felt as an embodied element
that is sensed somatically by the performers with whom | work, and in so doing act
as a catalyst for activating memories, stories, and experiences held in the bodies of
the performers. The purpose is to explore whether this is a conceivable pathway
towards generating material and images for the making of performance with a
group of women whose bodies are under constant threat of violation. Additionally, |
investigate the potential of breath as impulse as well as thread that connects

imagination, memory, body, and expression.

Rationale and Motivation

My interest in exploring breath in relation to theatre and performance arose out of
my personal meditation and yoga practices and later out of work | engaged in at
Adishakti Laboratory for Theatre Art Research? (hereafter referred to as Adishakti) in
Auroville, India. In 1998 | undertook a ten-day silent Vipassana* Meditation course in
Igatpuri, India. The premise of the technique is to observe breath while meditating.
The technique requires sitting for an average of eight hours a day in meditation,
observing breath as well as the sensations that arise and are experienced in the
body as a result of focused observation. Nine out of ten days are experienced in
silence. This profound engagement with breath planted the seed for my acute

interest in researching breath and its relationship with theatre and performance,

3A performing arts company involved in creating performances, researching genres and disciplines
and creating processes and performance methodologies. Founded by Veenapani Chawla. According
to Geeta Doctor ‘Adishakti is an experiment in the living theatre created by Veenapani Chawla
outside Puducherry’ (Doctor, G. 2014:33). For more information on the company see
http://adishaktitheatrearts.com/.

4 According to the Vipassana website ‘Vipassana is a way of self-transformation through self-
observation. It focuses on the deep interconnection between mind and body, which can be
experienced directly by disciplined attention to the physical sensations that form the life of the body,
and that continuously interconnect and condition the life of the mind. It is this observation-based,
self-exploratory journey to the common root of mind and body that dissolves mental impurity,
resulting in a balanced mind full of love and compassion’
(https://www.dhamma.org/en/about/vipassana).



and in particular performance making. This interest involves an interrogation of
breath as both a physiological act as well as a spiritual concept. My conceptual
understanding of breath is inspired by, David N. Elkin’s definition of spirituality,
which “[...] comes from the Latin spiritus, or ‘breath of life’, and refers to a way of
being and experiencing that comes through awareness of a transcendent dimension
and that is characterised by certain identifiable values in regard to self, others,

nature, life and whatever one considers the Ultimate” (Elkins et al., 1988:10).

In 1999 | began to learn the discipline of yoga with a teacher from the Bihar School
of Yoga® in Munger, India. The experience of yoga asanas® and pranayama’ practice
served to deepen my connection to, and understanding of, breath and the way it
functions both in my body and life as a whole. My first encounter with Adishakti
occurred in 2002 where tangible connections were made between the Sanskrit
theory of rasa and breath. My understanding of rasa in the context of performance
is that it can be translated into a sensation experienced in the body of the performer
and ultimately in the bodies of the audience and is comprised of nine emotional
states, namely: love, laughter, sadness, anger, bravery, fear, disgust, wonder, and
peace® (Dace, 1963; Bharata-muni, 1996; Schechner, 2001; Zarrilli 2002, 2009;
Meyer-Dinkgrafe, 2005; Higgins, 2007; Nair, 2007; Madhavan, 2010). The
Koodiyattam rasa breath patterns (hereafter referred to as KRB patterns) which |
learnt while at Adishakti, involved an approach to generating emotions that engaged

a triadic relationship between breath, posture and facial expressions.

In some of the work | participated in at Adishakti, | experienced emotional states as
sensations in my body, powered by breath. This experience influenced my practice
of performance making as well as my teaching practice. At that stage | had recently
co-founded The Mothertongue Project and had begun to experiment with

encouraging performers to create a rasa breath-text, akin to a sub-text. | started to

> The Bihar School of Yoga was founded in 1964 by Sri Swami Satyananda Saraswati to impart yogic
training to householders and sannyasins (renunciates) alike. The yoga techniques developed there
are a synthesis of many approaches to personal development, based on traditional Vedantic, tantric
and yogic teachings in conjunction with contemporary physical and mental health sciences
(http://www.biharyoga.net/bihar-school-of-yoga/about-bsy/).

6 The physical postures of yoga.

7 Breathing exercises associated with the practice of yoga.

8 As translated to me from Sanskrit by Vinay Kumar, current artistic director of Adishakti.



explore using the rasas as a directorial tool; in essence | began to work with the idea

of directing a breath-text.

Until then, my interest and experience of breath had remained within the realm of
acting technique. When | encountered FV, | began to explore the possibility of
breath as a catalyst for making performance and in particular, autobiographical
performance. To this end, in 2012, | completed the FV Certification Programme in
Los Angeles with Catherine Fitzmaurice and the Master and Associate Teachers of
the work. | have subsequently been implementing the work as part of my training of
student actors in theatre-voice practice at UCT, and facilitating one-on-one sessions
with experienced professional and amateur performers alike. It is useful to note that
Catherine Fitzmaurice, the founder of this work, came to her discoveries through
practices that include bioenergetics, yoga, shiatsu, and Euro-American voice
practice. Years of exploring these modalities through practice have led to what is

now termed FV.

My interest in autobiographical performance making stems from my involvement
with The Mothertongue Project, where over the past fifteen years, | have been
involved in making autobiographical performances with women as part of the work
produced by the collective. The decision to locate this research within The
Mothertongue Project is informed by my desire to continue exploring how processes
of performance making employed by the collective can potentially provide a place
for women who occupy marginalised spaces in society. Hopefully, these processes
will assist in reimagining their personal narratives. The process of reimagining,
arguably relates to ideas around unmaking and remaking. Notions of unmaking and
remaking resonate with processes of Destructuring and Restructuring in FV
(discussed in Chapter Three). The reimagining and remaking of personal narratives,
in this instance, aligns with anthropologist Tim Ingold’s ideas of “wayfaring”
(2007:15-16) where a map emerges through the process rather than being present
at the onset of the process (discussed later in this Chapter). My choice to use body
mapping as one of the tools for generating images for performance making in this
study, could be viewed as contradicting my choice to use Ingold’s wayfarer approach

to inform the methodology. However, in my opinion, body mapping, as a term, is



misleading here. In the context of this research | contend that rather than offering a
predetermined map/plan, the process of body mapping emphasises Ingold’s idea of

the map emerging through the process (discussed later in this Chapter).

As a lecturer in the Department of Drama at UCT whose practical teaching profile
spans theatre-voice, acting, and performance making, and who functions as a
performance maker outside of the Drama Department, it is important to state that |
view the relationship between my teaching practice and performance making
practice as conversational, one informing the other. Given this, | will take a moment
to reflect on my own experiences as a student of acting in the 1980s. These
experiences have shaped my current teaching and performance making practices as

well as the questions that inform this study.

As a student of Drama studying at UCT some twenty plus years ago, | vividly
remember feeling extremely alienated by what was termed, the ‘Stanislavskian
approach to acting’. This form of method acting, | have subsequently learnt, was
filtered through America where it was developed by amongst others, Stella Adler
and Lee Strasberg (McCutcheon, 2008:16). | have only recently started to engage
with Stanislavski’s system from the perspective of what he originally termed
“spiritual realism” (Stanislavski in McCutcheon, 2008:16), a preoccupation with
“find[ing] a conscious path to unconscious creativeness” (Stanislavski, 1956:571).
The idea of consciously exploring the unconscious through creativity is something
which connects with my endeavours to develop an integrated approach to
performance making, as well as to my conceptual understanding of breath and the
manner in which it relates to performance practices. It therefore, came as no
surprise to subsequently learn that Stanislavski fervently engaged in the practice and
philosophy of yoga (Carnicke, 2009; Gordon, 1987; White, 2006). According to Jade
Rosina McCutcheon (2008:18), Adler and Strasberg’s adoption of Stanislavski’s
techniques in the 1930s favoured the psychological component of his technique
over the spiritual component. | agree with Phillip Zarrilli who maintains that the:
“Preoccupation with emotion and the psychological has meant that most American
method approaches to work on the ‘self’ and creating a character have been highly

susceptible to some form of body-mind dualism” (2009:17). Here the use of ‘self’



references the self as synonymous with ego. | am rather inspired by Elkins’ notion of
self that views self in relation to, “...others, nature, and life...” (Elkins et al., 1988:10).
In other words, a relational self that emphasises the interdependence of self, and by

implication, a rejection of the notion of self as ego-identification.

The notion of body-mind dualism in Western theatre approaches and performance
can be attributed to the Cartesian® perspective. Cartesian dualism implies that there
is a distinct split between the mind, brain and body. Although Descartes, in his
theorising, does admit that body and mind are united (in Ariew, 2000:136), his view
that they operate as two distinct modes, in other words, modes of the body and
modes of the mind, is in keeping with his notion of dualism. His famous statement,
“1 think therefore | am” (2000:136) further illustrates this dualism. In support of his

statement, he asserts that:

From this | knew that | was a substance the whole essence or nature of which
is simply to think, and which, in order to exist, has no need of any place nor
depends on any material thing. Thus this “l,” that is to say, the soul through
which | am what | am, is entirely distinct from the body and is even easier to
know than the body, and even if there were no body at all, it would not cease
to be all that it is. (2000:136)

The above conceivably illustrates his privileging of the mind over the body.

In considering in what way this notion connects to Euro-American approaches to
theatre and performance, in particular the method approach made popular in
America, | was led to explore the connection between Descartes’ Cartesian
metaphysics and Aristotle’s Poetics, a treatise that laid the foundations for Western
dramatic theory. According to Richard Schechner in his discussion of Aristotle’s
Poetics and Bharata-muni’s Natyasastra'® (which | will expand on in Chapter Three):
“[...] in Western theatre, the eyes and to some degree the ears are where
theatricality is experienced. By etymology and by practice a theatre is a ‘place of/for
seeing’. Seeing requires distance; engenders focus or differentiation; encourages
analysis or breaking apart into logical strings; privileges meaning, theme, narration”

(Schechner, 2001:27).

% Informed by Rene Descartes’ concept of dualism.
10 The ancient Indian treatise on the performing arts.



He further adds:

This binding of ‘knowing’ to ‘seeing’ is the root metaphor/master narrative of
Western thought. [...] Where does seeing take place? Only at a distance from
what is being seen. There is both a logical and a practical difference keeping
what is observed separate from the observing instrument (and/or observer).
[...] The Greek theatre that Aristotle based his theories on was fundamentally
a seeing place. (2001: 30)

This suggests an approach to acting in which its genesis is in the mind before it filters
into the body, in other words, the mind dictates what the body attempts to show. |
have only to cast my mind back to the struggle | experienced as a student when it
came to textual analysis that involved cognitively mapping out or scoring the
character’s super-objectives, objectives, obstacles, motivations and sub-text before
attempting to embody this mental map/score. The result felt inauthentic to me,
over-intellectualised and decidedly Cartesian in nature. The mind-body split was

evident.

Furthermore, as a student | was perplexed by the concept of emotional recall, which
seemed fickle, unreliable, and at worst, re-traumatising. | often found it hard to re-
create an emotion connected to a past memory. My experience in the past that
made me sad, for example, very often shifted its emotional state in the present. By
contrast, however, there were times where | felt that cognitively recalling a
particular emotion led to a process of re-traumatisation, leaving me ‘carrying’ the
memory and the emotion for days without being able to ‘shake’ it off. It felt as if the
memory was literally ‘put’ into the body without my having the tools to release it

from my cells and thus it became a burden that re-traumatised me.

Twenty plus years later, | find myself at the same institution, teaching students of
theatre and performance. My past experiences have certainly influenced my desire
to explore alternatives to method acting in an attempt to reconnect with
Stanislavski’s original psychophysical teachings as taught in Russia, where as Cormac
Power notes, “[...] the aim of art, and the actor, should go beyond physical, surface

reality, and should strive to a higher, spiritual realisation” (Power, 2008:50).

Further, | became increasingly interested in how these alternatives that | speak of

could influence performance making processes. This study was motivated by my



desire to seek an alternative way to generate images, ideas and concepts for
performance making processes with women performers who are faced with the
threat of being violated; ways that challenge Descartes’ dualism by allowing the
body equal space to engage with processes of meaning-making and image
generation, and means by which women are afforded the space to speak back to
their social context. | was motivated by a desire to evolve a performance making
process that assists women to develop a sense of the relational self, enabling them
to be more visible to themselves and others; a method that provides a way of
reclaiming bodies that are under constant threat of violation; a method where self-
identification and self-exploration in relation to the world they inhabit, inform the
kind of performances that are made. The method that this study proposes thus asks
the women performers with whom | work to explore who they are and how they
relate to the world in which they live. It focuses on assisting the release of energetic
blockages, and through this, asks them to face the issues which are causing the
blockages — in other words, the societal context in which they live. Energetic
blockages can take the form of physical as well as emotional blockages that manifest
as habitual physical tensions and patterns as well emotional and mental patterns.
These do not exist in isolation, but rather intersect on physical, emotional and
mental levels. This can be seen in how emotional trauma often manifests as mental

stress and/or physical ailments and vice versa.

In light of my experience of being re-traumatised as a student of theatre and
performance, the tools this study proposes to engage offer an alternative to the
system of method acting | reference above. They provide performers with technical
and physiological tools, such as breath, posture, and facial expressions as a way of
accessing and processing felt bodily perceptions. | offer an extensive explanation of

these tools in Chapter Three.

Some methodological considerations

When | initially set out on this journey, | envisioned undertaking a study that
incorporated a creative project. This would mean that a percentage of the thesis

comprise written chapters (no less than 40 000 words), while the remaining



percentage would be apportioned to a practical creative project that would
constitute one or a number of chapters. The creative project in such an instance,
would form an integral part of the thesis and would be considered Practice as
Research (PaR)'!, where the research is evidenced in the practice and where the
practice is able to stand entirely, or in part, on its own, as research. Over the past
couple of years, there have been a number of books published on PaR (Barrett &
Bolt, 2007; Allegue et al., 2009; Riley & Hunter, 2009; Smith & Deane 2009; Kershaw
& Nicholson, 2011). This indicates a growing interest in, and acceptance of, PaR as a
concept as well as a research methodology within the disciplines of theatre and
performance studies. Kershaw et al. note that, “by the twenty-first century a well-
founded and sometimes controversial methodology [PaR] ... had been added to
research repertoires in university theatre and performance studies” (Kershaw et al.,

2011:63).

My thinking when embarking on this study was that a PhD with an integrated
creative project would be the most logical route to take, given that | had come to my
particular research questions through practice. | spent the first two years after my
proposal was accepted (2012 & 2013) focusing on practice, and only began the
process of writing in 2014. However, when | started to write up this thesis, and as
time drew closer to engaging the specific project | envisioned as the creative
component of the study, | realised | had far too much to write about, and that by
incorporating the creative project as an integral and assessable component of the
study, | would be compromising it. | needed the written words to reflect my
research discoveries. Additionally, since the creative project did not intend to
culminate in a performance, but rather focused on a method of performance
making, | found myself struggling to find a way of incorporating the practice, which
involved a process, into the thesis. | therefore took the decision to submit a full

written thesis and to include the creative project as my main case study.

1 There are numerous terms that have been attributed to research that incorporates a
practical/performative component. Most notably are the terms ‘performance as research’, ‘practice
as research’, ‘practice-based research’, ‘practice-led research’. | have chosen to use the term ‘practice
as research’ because this particular study is not concerned with a performance per se, but rather with
the practice of performance making.
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To say that | felt | was something of a ‘sell out” would be an understatement. | had
envisioned myself being one of the few pioneers in my particular university
department to see the PhD with a creative project through to the end, thereby
making an indelible mark on the development of research into theatre and
performance in my university. Similar to Riley and Hunter | support “the idea that
performance can be more than creative production, that it can constitute
intellectual inquiry and contribute new understanding and insight” (Riley & Hunter,
2009:xv). |, too, subscribe to the view that PaR is “a concept that challenges many
institutional structures and calls into question what gets valued as knowledge”
(2009:xv). After much deliberation, | decided to engage practice-led research as my
main research methodology. The choice to use practice-led research as a
methodology speaks to the idea of practice leading research that manifests in
writing. Lindy Candy supports this view in her observation that:

Practice-led research is concerned with the nature of practice and leads
to new knowledge that has operational significance for that practice [...].
[...] the results of practice-led research may be fully described in text
form without the inclusion of a creative work. The primary focus of the
research is to advance knowledge about practice, or to advance
knowledge within practice. Such research includes practice as an
integral part of its method. (2006: 1)

Additionally, | was guided by Jennifer Parker-Starbuck and Roberta Mock’s
claim that:

Practice-led research techniques... [include] performer training and
performance-making that centre on bodily discipline and creativity;
physical exploration of everyday activities with reflexive bodily
awareness, participant observation; application of critical perspective
upon lived experiences. (Parker-Starbuck & Mock. 2011 :214)
Practice-led research thus provided me with a useful way into a study that was

led by practice rather than the practice being the research, as in PaR.

Practice-led research and how it relates to this study

The methodology of this study is, in my opinion, a hybrid of embodied practice
methodology and a case study methodology. In some instances, the case study uses
embodied practice as a method, and in other instances, the embodied practice uses

the case study as a method. This, therefore, implies a moving between method and
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methodology within the hybrid. In some instances, embodied practice refers to the
teaching and in others, the making of work. These are evidently different practices,

but are however still viewed as practices.

The choice to include embodied creative processes as part of my study in the form
of case studies, alludes to the synergetic relationship between theory and practice; a
view | share with philosopher, Richard Shusterman (2008:1). My thinking is that the
relationship is one that is cyclical in that the practice gives rise to knowledge that is
fed back into the practice. The cyclicality of it speaks directly to the method of image
generation for purposes of performance making which | am proposing, where the

route between breath, body, emotion and image, maps a circular trajectory.

Shusterman’s view that the soma is “a site of ... creative self-fashioning” (2008:1),
positions the proposed method of generating images for purposes of making
performance. The creative aspect of self-fashioning is what is explored. The soma as
“a living, feeling, sentient body rather than a mere physical body devoid of life and
sensation” (Shusterman, 2008:1) is central to this method of generating images,
where the body is experienced as a co-creator. Without conscious awareness and
use of the body, the method this study proposes is rendered obsolete and
ineffectual. Practice has informed my research questions and continued to do so
throughout the course of the study. The relationship between practice and theory

was one that was conversational.

The study employed a practice-led, qualitative research design that drew from
ethnographic and autobiographical approaches to research. It made use of
grounded theory in that it utilised methods and practices to investigate lived and
embodied experiences of the people it engaged, using the interaction and
communication between people as the basis for research material and the
subsequent generation of theorised practice in the form of a method for/of
performance making (Strauss & Corbin, 1998; Coleman & O’Connor, 2008).
Grounded theory also engages many different sources of data (Birks & Mills, 2011).
Ethnographic approaches that focus on autoethnography and autobiography are
usefully explained by Carolyn Ellis, who regards autoethnography as “research,

writing, story, and method that connects the autobiographical and personal to the
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cultural, social, and political” (2004:xix). Deborah Reed-Danahay asserts that
autoethnography is a postmodernist construct and that “The term has a double
sense — referring either to the ethnography of one's own group or to
autobiographical writing that has ethnographic interest. Thus, either a self-(auto)
ethnography or an autobiographical (auto-) ethnography can be signaled by
‘autoethnography’” (1997:2).

Garance Maréchal (2010:43-45) advocates that autoethnography can be connected
to autobiography in that it focuses on experience and story as a way of making
meaning. She asserts that “[aJutoethnography is a form or method of research that
involves self-observation and reflexive investigation” (2010:43) and that it “is
sometimes made synonymous with self-ethnography, reflexive ethnography, or
performance ethnography, and can be associated with narrative inquiry and

autobiography” (2010:43).

In my study | explored the idea of collaborative autobiography as a form of
autoethnography which, according to Judith Lapadat (2009:955-956), engages
collaborative approaches to writing, sharing, and analysing personal stories and
experiences. The methodology involved myself in the first instance, thus employing
an autoethnographic practice-led approach. To this end, | completed training in FV,
which included the making of an autobiographical performance that was developed
into a 20-minute performance piece entitled Breath-Bones-Ancestors, first
performed on 1 August 2012 at the Freedom and Focus Conference in Vancouver,
Canada. While developing Breath-Bones-Ancestors at the beginning of 2012, |
concurrently worked with a South African performer interning with The
Mothertongue Project to create a work entitled Ngangelizwe'?. The performer
expressed an interest in making an autobiographical work and was curious to
employ the particular tools | was using to make Breath-Bones-Ancestors. In addition,
a workshop around autobiographical performance making resulting from these
experiments was conducted at the National School of Drama (hereafter referred to
as NSD) in New Delhi in September 2012. | have incorporated these projects as mini

case studies into the thesis. They constitute Chapter Four, which | have sub-titled

12 Xhosa for ‘of the nation’
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‘Small Experiments’. Included in these small experiments are two additional
investigations. The first, with second year UCT students of theatre and performance
where | experimented with combining body mapping and KRB patterns in character
and textual analysis. The second, was a class project undertaken with first year UCT
theatre and performance students where | attempted to investigate the relationship
between the Fitzmaurice Destructuring Sequence (hereafter referred to as the FDS
and elaborated on in Chapter Three), breath, body, emotions, and meaning. These
small experiments led me to understand exactly what this study investigates, and
ultimately fashioned the two-week creative project/process (expanded on in
Chapter Five) that forms the main case study. The choice to document the practice
chronologically as a timeline documentation as opposed to grouping and analysing
findings across various experiments, was something | considered at length. After
much consideration, | decided to go with the former. The choice was primarily
informed by the iterative nature of the embodied experiments that culminated in
the main case study. Small Experiments One and Two engaged first and second year
students of drama. The third was an exploration that focussed on myself. | felt the
need to consolidate my findings in my own body before progressing with further
experiments. This self-exploration was pivotal in developing the method this study
proposes. The fourth and fifth experiments involved more experienced performers
and thus enabled a more in-depth exploration. This allowed more time to focus on
the tools the research proposes, whereas with the junior year students of drama, |
had to be mindful of the balance between their learning and my research. Each
experiment built on and informed the next. These experiments culminated in the
main case study that involved senior students of drama working alongside two
graduates; one recent graduate and one experienced professional. The main case
studied allowed space to revisit the findings from the small experiments. It provided
a focussed laboratory-like space in which the findings the small experiments had

raised could be investigated in more detail.

Inspired by Mark Fleishman’s engagement with notions of dwelling and wayfaring in
relation to theatre and performance (2012), | was drawn to Ingold’s ideas around

“meshworking” and “wayfaring” to inform the methodological choices for this study.
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Ingold contends “that what is commonly known as the ‘web of life’ is precisely that:
not a network of connected points, but a meshwork of interwoven lines” (2011:63).
He argues that, “beings do not propel themselves across a ready-made world but
rather issue forth through a world-in-formation, along the lines of their
relationships” (2011:63). This echoes philosopher, Paul Ricoeur’s sentiment that “[...]
the story of my life is a segment of the story of your life; of the story of my parents,
of my friends, of my enemies, and of countless strangers. We are literally ‘entangled

in stories’” (Ricoeur, 1996:6).

Meshing associates with the act of weaving, where experiences, events, memories
and relationships mesh and weave/interweave/entangle themselves into the fabric
of the soma. Meshing carries with it a quality of unpredictability and fluidity. Ingold
distinguishes between “meshwork” and “network”, by viewing meshing as an
“interweaving of lines” rather than “a set of interconnected points” (2011:64). The
fluid, unpredictable weaving and interweaving of lines connects with his ideas
around wayfaring where “[t]he knowledge ... [people] acquire ... is integrated not up
the levels of a classification but along paths of movement, and people grow into it
by following trails through a meshwork” (2011:143). He views this as a process of
“trail-following” that he calls “wayfaring” (2011:143, italics in original) and contends

that:

[The] distinction between trail-following or wayfaring and pre-planned
navigation is of critical significance. [...] [T]he navigator has ... a complete
representation of the territory, in the form of a cartographic map, upon which
he can plot a course even before setting out [...]. In wayfaring ... one follows a
path that one has previously travelled in the company of others, or in their
footsteps, reconstructing the itinerary as one goes along. Only upon reaching
his [sic] destination, in this case, can the traveller truly be said to have found
his [sic] way. (2007:15-16)

In my experience, practice-led research as a methodology is precisely about
“meshing” and “wayfaring”, where the research reveals itself along “paths of
movement”, and as it does so, it meshes itself into a performance, or a method of
performance making, as is the case with this study. When | set out on this PhD
study, | knew | wanted to explore breath and its relation to performance making

with women who live in violent contexts. That was all | knew. The specific questions,
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however, revealed themselves to me through practice. As Chapter Four suggests, a
series of small practical experiments led to the method of performance making that
this study proposes and tests out in Chapter Five. Additionally, the insights gleaned
from the practice informed a set of theories that underpin this study. Data was
collected, out of which theories were defined, which in turn were woven back into
the data, leading to what could be termed a grounded practice methodology. The
set of theories, based both on my own practice experience and that of other people,
gave rise to the method for making a particular kind of performance which engages
women’s experiences in particular kinds of ways to speak back to a specific social
context, to assist them to develop a sense of self that enables them to become more

visible to themselves, and to relate to the world they inhabit.

The initial title for this study was ‘Mapping breath-body-self’. My exposure to
Ingold’s notion of “wayfaring” opened a series of questions around whether the
study engaged me in processes of mapping or whether the fabric of the method
revealed itself to me through the experience of “wayfaring”. In considering the
features of a map and mapping, it became apparent that | was not following a pre-
ordained path which had been clearly written or mapped out for me, but was rather
making discoveries along the journey, and that these discoveries culminated in a

mesh of ideas that | have called a method of performance making.

It is necessary to discuss the apparent contradiction between the processes of
ethnographic data collection with which this study engages and Tim Ingold’s
rejection of the idea of data collection. Ingold makes a distinction between
anthropology and ethnography (2013:2-4). He notes that people frequently conflate
anthropology and ethnography in that they understand the work of an
anthropologist to be ethnographical. He argues that this is not the case and rejects
the idea that an anthropologist collects data to prove a pre-existing point (2013:2-4).
Given this, my use of Ingold’s notion of “wayfaring” and “meshworking” to explain
my research process, combined with the use of ethnographic processes of data
collection, could appear confusing. Ingold states that what anthropologists do is take
what they have learnt and move forward all the while reflecting on their earlier

experiences (2013:7). He makes it clear that “[t]he impetus ... [in anthropology] is
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primarily transformational, whereas the imperatives of ... [ethnography] are
essentially documentary” (2013:3). He goes on to state that: “Anthropology is
studying with and learning from; it is carried forward in a process of life, and effects
transformations within that process. Ethnography is a study of and learning about.
Its enduring products are recollective accounts which serve a documentary purpose”

(2013:3).

This study arguably utilised an anthropological approach in that as a researcher |
studied with the people with whom | worked. It also implies an impetus to move
forward. Additionally, it utilised a case study method to collect data, which allowed
space for different kinds of case studies that had different purposes. For example,
Chapter Four: Small Experiments, could be viewed as mini case studies that helped
refine the research questions | was asking about the practice. The small experiments
aided me in coming to a clearer understanding of what it was | was particularly
interested in developing through this study. The second kind of case study | utilised
was one that puts the understandings gleaned from the first kind of case study into
practice, as a way of testing something rather than opening up or refining a
territory. This is what | set out to do in the main case study discussed in Chapter
Five. The study engaged me in a process of working forwards through practising on
myself and on others as a way of developing my ideas before refining them.
Thereafter, | engaged in a process of testing the ideas in a more concentrated way.
The aspect of testing shifted the way of working and engaged more of a
documentary element evident in Chapter Five. The combination of these two kinds
of case studies enabled me to combine Ingold’s notions of “wayfaring” and
“meshworking” with ethnographic approaches that are concerned with data

collection.

Methods

Some of the key qualitative methods | employed in data collection were: interviews,
observations, reflexive journaling, focus groups, and digital documentation and
blogging. The first four methods were used in the small experiments phase of this

study (Chapter Four), and the last four for the main case study (Chapter Five).
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The small experiments outlined in Chapter Four involved various forms of
interviews. | have included the set of questions posed under each experiment in
Chapter Four. The interviews for each of the experiments were a combination of
structured and unstructured questions. The first experiment involved face-to-face
interviews with a sample of four participants. Each interviewee was interviewed
alone. | structured a set of questions, but allowed further questions to emerge from
each participant’s responses. These unstructured questions contributed to a
conversational tone that characterised the interviews. | audio recorded and
transcribed each interview. The data helped shape the particular research questions
that emerged. The second experiment involved a class task made up of two key
open-ended essay questions that were posted on Vula, UCT’s online collaboration
and learning platform. These questions, although open-ended, were structured.
Experiment Four involved a face-to-face interview as well as a set of questions that
were emailed to the research participant. As with Experiment One, | structured a set
of questions, and allowed for unstructured questions to arise out of the participant’s
responses, which resulted in a conversational tone. | audio recorded the face-to-face
interviews and after transcribing the responses, identified key questions. These
questions were structured and emailed to the participant for further deliberation.

The participant’s responses gave rise to further key questions.

Observation

Elaine Aston’s notion of “embodied practice” as opposed to “disembodied
observation” (2007:12), led me to understand the observational role of
facilitator/performance maker/researcher as one that is embodied, that works in
relation to the performers being facilitated, which is continually being shaped by the
engagement with, and responses to, the work the facilitator/performance-
maker/researcher brings to the rehearsal room. In this way a conversation is set up
between the facilitator/performance maker/researcher and the performers.
Arguably, this conversation is where the research lies. The research in turn becomes
embodied. Embodied implies a sense of immediacy, a sense of the unknown
becoming known from moment to moment, and in this process, changing from

moment to moment. Ingold refers to participant observation as “a way of knowing
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from the inside” (2013:5, italics in original). This is aligned with Aston’s assertion that
embodied knowledge, “points to modes of exchange and sharing of knowledge and
of understanding orientated towards the experiential, the physical and the material”
(2013:12). The disembodied observer, on the other hand, implies a research method
that rely predominantly on retrospective academic reflection. This is not to say that |
did not retrospectively reflect academically on the research that was produced in
practice-oriented focus group sessions, workshops, and in rehearsals. It is, however,
to say that the process of generating material in the moment informed, from

moment to moment, the knowledge this study produces.

All the small experiments and the main case study involved an aspect of embodied
observation. In all of them, bar one, | occupied the role of facilitator. In some, |
occupied the role of performance maker and director and in one, the role of maker
and performer. Observation occurred over a period of time and worked in tandem
with self-reflexive journaling on my part. Experiment One involved a four-week
process, during which | met with students on a daily basis during the week to
rehearse a production. The research occurred during the rehearsal sessions.
Experiment Two involved facilitating, and by implication, observing, a semester-long
theatre-voice course, which comprised two 90-minute classes a week over a period
of 13 weeks. Experiment Three involved a considerable amount of self-observation
as | developed a performance using the various tools (and combinations of tools)
outlined in Chapter Three. | engaged with this experiment as performance-maker
and performer. My observations in this particular experiment gave rise to key
features of the method of performance making proposed by this study. Experiment
Four engaged me in the role of facilitator, performance maker and director. | was
able to explore a number of questions that arose during Experiment Three, which
subsequently led to further refinement of the proposed method. Experiment Five
involved facilitating a group of 25 actors over a period of five days for three hours a
day. The main case study involved working with five research participants for seven

hours a day over a two-week period (Monday to Friday).
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Reflexive journalling

Over the course of this study, | attempted to document my discoveries through Kaye
Shumack’s notion of the “conversational self”. Shumack proposes that “[t]hrough a
structured approach using journal entries, experiences of the .. process are
introduced as reflective internal talkback” (2010:1). She adds that in this approach,
“decision points and perspectives are negotiated and potentially contested through
a series of voices of self as |, Me, You, and We. These voices are intertwined within
the journal narrative” (2010:1). The decision to use this method was an attempt to
explore ways of capturing the multifarious experiences and discoveries made during
the various experiments. Robert Mizzi’s ideas around multivocality in research
writing, resonated with Shumack’s notions of the “conversational self”. Mizzi
advocates for:

Multivocality as an autoethnographic method to: (a) illustrate that there is no
single and temporally-fixed voice that a researcher possesses, (b) unfix
identity in a way that exposes the fluid nature of identity as it moves through
particular contexts, and (c) deconstruct competing tensions within the
autoethnographer as s/he connects the personal self to the social context.
(2010:1)

The choice to use these approaches in processes of reflexive journalling resonated
with the choice to use practice-led research as a methodology. The “conversational
self” and “multivocality” imply a mesh of ideas and perspectives. | found that
journalling with the intention to converse with the multiple roles | occupied in this
study — in other words that of researcher, facilitator, performance maker, director,
and performer — offered discoveries that informed subsequent experiments. In this
way the research revealed itself to me along “paths of movement” (Ingold,
2011:143). The conversations | had (with myself) through reflexive journalling,
unearthed dynamic pathways that gave rise to pivotal discoveries and ensuing

experiments.

Focus groups

Small Experiments One, Two, and Five and the main case study involved working
with different groups over varying periods. Experiment One engaged a group of ten

students in a four-week rehearsal process. A major component of this process
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involved group discussions at various points during the rehearsal sessions. These
discussions served to inform the manner in which | structured the following day’s
rehearsal. Additionally, they contributed to shaping the method of performance
making that this thesis proposes. Similarly, Experiment Two involved a class of 30
students in structured classes over a 13—week period. The classes were interspersed
with group discussions and reflections that informed research into the relationship
between the FDS, breath, body, emotions, and meaning. Experiment Five entailed
working with 25 actors over a period of five days. The sessions were punctuated
with regular group discussions. With verbal consent from the participants, these
discussions were audio recorded and informed the research material covered in

Chapter Four: ‘Experiment Five: National School of Drama Workshops'.

The main case study of this research engaged a group of six research participants,
including myself, over a two-week period. Verbal discussions and reflections were

audio recorded and informed the findings and analyses thereof in Chapter Five.

Case Study: Digital Documentation and Blogging

Challenges that surfaced at intervals during the course of this study included
methods of documenting and capturing the ephemeral moments that constitute the
main case study of this research. To this end, | decided to document the two-week
creative project through a private WordPress site'® that | set up prior to
commencement of the project. The site functioned as a repository for participant
reflections, my reflections, video and audio footage, still images, and images that
were generated during the process. It serves as the main annexure to this thesis and
holds the traces that emerged and were generated over the course of the two-week

project — The site contains 7 pages:
¢ Introduction to research

This page provides an overall introduction to the research undertaken in this

thesis.

131 have kept the site private to respect the privacy and confidentiality of the participants. They
however all agreed to make it available to my supervisor, external examiners, and academic scholars.
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e Blog

| posted questions on a daily basis to which | invited the participants to
respond. | chose to use the format of a blog to allow space for interaction and
reflection between participants. The blog served as a digital journal for the
participants. My intention in setting up the blog in this way was to encourage a
collaborative approach to journalling, as well as a means of extending the
exploration of collaborative autobiography as a form of autoethnography into
the main case study. | began with some idea of the broad blog questions with
which | wanted to engage the participants. The specific questions, however,
emerged out of the practice. The experiences and reflections of the

participants each day informed the planning for the following day’s work.

o Media Gallery

This page houses video as well as audio footage captured over the two-week
process. | uploaded the audio and video footage as private YouTube clips so as

to protect the privacy of the participants.
e Researchers Notes, Reflections and Insights

| used this page to journal my reflections and observations as well as to plan

and outline the structure of each day.
e Free Writing

The participants were invited to upload selections from the various free
writing (elaborated on in Chapter Three) exercises undertaken over the two-

week period.
e Research Participants

This page provides brief introductions to each of the research participants
(including myself). | chose not to dictate how they should present themselves
and allowed them to include whatever information they wanted to share
about themselves. Some of the introductions take the shape of more formal

biographies, while others are more sketchy and playful.
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e Generated Images

This page contains samples of the images that were generated through the

proposed method of performance making that this study proposes.

The WordPress site proved to be an effective way of collecting, capturing and
analysing the data that emerged over the two-week project/process. Apart from
saving hours of transcribing audio recordings and handwritten journal entries, the
site assisted in organising and structuring Chapter Five. In this way, a conversation
was set up between the actual research in practice and the analysis of the practice.
In other words, the structure of the two-week process informed the manner in
which the material was analysed and recorded in the thesis. Additionally, the
structure of the two-week process emerged as the process progressed, with each

day informing the next.

Ethical Considerations

In four of the five small experiments, | used pseudonyms for the participants. The
third project directly involved me in my own research and the data collected
comprised my own experiences in making a work. The first two projects were
undertaken before | had finalised what this study would cover and before |
submitted my proposal to UCT’s Doctoral Degrees Board. | therefore did not ask
participants to fill out and sign written consent forms. | decided to include these two

experiments retrospectively.

For Experiment One, | invited volunteers to be part of face-to-face interviews. Four
students, from a class of 12 came forward. | obtained verbal consent from these four
students. | audio recorded their verbal consent prior to the interviews, which were
also audio recorded. Experiment Two involved a class task that was set up on Vula.
The task was voluntary, and the students were aware that this would form part of
my research in the Drama Department. 17 out of 30 submitted the task. By
submitting the tasks, they agreed to participate in my research. The performer in the
fourth experiment signed a written consent form. The consent form | used was

drafted by UCT’s Department of Drama.
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The main case study involved the research participants signing written consent
forms as per Experiment Four. Due to the nature of the principle method of data
collection and analysis, in other words, digital documentation and blogging, it
proved challenging to conceal the identities of the research participants. | therefore
requested that their names be used in the study, and all agreed. | emailed them a
draft copy of Chapter Five, which contains the findings and analyses of the two-week
process. For ethical purposes, | asked them to read the chapter and inform me
whether they were in agreement with the way in which | had presented their
experiences, discoveries, and reflections. | allowed them one month in which to
respond, and indicated that if | had not received feedback after the month, | would

assume that they were in accordance.

It is necessary to contemplate the first two experiments in relation to power
relations in the classroom between myself as a lecturer and my students. This
resonates with the ideas that Michel Foucault references in his writings on
domination where he notes that “... [domination] is fixed, throughout its history, in
rituals, in meticulous procedures that impose rights and obligations. It establishes
marks of its power and engraves memories on things and even within bodies”
(Foucault, 1984:85). He goes on to state that, “humanity installs each of its violences
in a system of rules and thus proceeds from domination to domination” (1984:85).
This raises questions around the legitimacy of the research outcomes. | am aware
that the students who participated in the first two experiments may have responded
to my questions in such as a way as to ‘please’ me as their teacher by saying what
they thought | wanted them to say. They possibly assumed “rights and obligations”
within an educational institution where my request for them to participate in the
experiments marked itself as “power and provoke[d] engrave[d] memories...even
with [their] bodies”. This is plausible, given that both these experiments took place
with junior students. This having been said, the data that was collected in these
early experiments was explored in more depth with the participants in the
remaining experiments and main case study. These participants were more
experienced and more invested in the research as it directly fed their own practice;

it gave them additional tools to pack into their existing ‘tool boxes” as performers
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and makers. The responses, particularly in the main case study, are evidently more
complex and thought through than those from the first set of experiments,

particularly the first two.

At the onset of this study, | had no particular set of theories in mind that would
frame this research. | had a notion that breath was at the core of the method of
performance making. | did not, however, set out to prove that my idea about breath
is correct, but rather, through the methods and methodology reflected above, to
learn about how breath operates and how the method of performance making | am
proposing, could potentially work in the context of South Africa, with a group of

women performers.

The next chapter traces the key theories that | came to through practice. The

theories were later woven back into the practice to develop the study further.
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CHAPTER TWO - CULTIVATING AND HARVESTING

A Short Review of Literature

This study locates within two key theoretical areas: Body Studies (Blackman, 2008),
which associates with Somaesthetics (Shusterman, 2000; 2006; 2008), and Cognitive
Neuroscience (Damasio, 1994; 2000; 2003; 2010). | have chosen to focus on Lisa
Blackman, Richard Shusterman and Antonio Damasio as key theorists. The Area of
Cognitive Neuroscience prompted an investigation into theories of Conceptual
Blending (Fauconnier & Turner, 2002; Slingerland, 2005). Given that this study
situates itself at the intersection between Body Studies, Somaesthetics, Cognitive
Neuroscience and Theatre and Performance, | have included theorists who explore
these intersections: Rhonda Blair (2006, 2009), Amy Cook (2007, 2010), Bruce
McConachie and Elizabeth Hart (2006), and John Lutterbie (2006). Additionally, as
indicated in Chapter One, | am inspired by Grounded Theory and have drawn from
Ingold’s concept of “wayfaring” as a means of positioning the proposed method of
performance making. In considering the process of image generation that this study
proposes, | have looked to Theatre and Performance scholar, Alan Read (1995), who
provides a useful understanding of image in theatre. | have also drawn from African
Languages and Literature scholar, Harold Scheub’s (1998), writings around the way
in which image is constructed and understood in Southern African storytelling

traditions.

There are numerous scholars who have written in the fields of Body Studies and
Cognitive Neuroscience. | have, however, selected those that speak directly to my
enquiry. | first situate the study within these fields before | delve into the specific

theories and theorists that frame the research.

Overview

Simon Williams and Gillian Bendelow reference the “impossibility of treating mind
and body as separate entities” (2002:98) and invite “the need to work at the
interface between the physical, psychological and sociological realms of bodily

being” (2002:98). Williams and Bendelow’s concept of the “lived body” (2002) is
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closely associated to Shusterman’s theory of Somaesthetics. They propose a shift
from theorising “about bodies in a largely disembodied ... way” to a model of
theorising “from lived bodies” (2002:3, italics in original). They also reference the
body as an “unfinished entity” (2002:4). The idea of the body as an “unfinished
entity” implies that it is constantly in process. Connected to this is movement artist,
performer and director, Sandra Reeve’s notion of “being-becoming-being” (Reeve,
2013:5). Reeve’s notion resonates with Gilles Deleuze and Félix Guattari (1994),
Elizabeth Grosz (1994, 2008), Lisa Blackman (2008), Clifford van Ommen and Vasi
van Deventer (2011), all of whom propose a concept of the body in a state of
becoming; not finished, but constantly in process. The positioning of “being” both
before and after “becoming”, suggests that Reeve is proposing a cyclical return to
the idea of “being”. Associated with this is Rdisin O’Gorman’s work on the
ontogenetic body in relation to performance. 0O’Gorman notes that Ontogenesis** is
“[a] moving place, sometimes of origin, a place of spaces, of being becoming and
unbecoming, of structures becoming and coming undone, not uni-linear but
interwoven layers, generative, inter-generational, multidirectional, patterning in

time, through selves” (2013:10).

In keeping with Shusterman’s theory of Somaeshetics, which calls for the “strict
disciplines of somatic self-control” (2008:43), Kathryn Woodward views “the idea of
disciplinary power as ‘lived practices’ which do not simply mark themselves on
people’s thoughts, but permeate, shape and seek to control their sensuous and
sensory experiences” (1997:79). Linked to this is Rebecca Cuthberson-Lane’s
(2009:23) reference to the body as a storehouse for information and experiences.
The metaphorical use of the term ‘storehouse’ alludes to a temporary holding place
for information and experiences. By implication, the body is able to house
experiences, memories and stories that can be accessed if and when needed, to be
brought out into the external world. The permeability of this temporary storage
space echoes Blackman’s ideas of the body as an affective and generative site for

potentiality (2008: 5, 10 & 103) (elaborated on later in this chapter). In this way, the

14 A biological term used to refer to the development of an organism from the time of fertilisation of
the egg up until its mature form. It is also used to refer to study of the life span of an organism.
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biography of a person conceivably locates in the body or what Candace Pert refers
to as the “bodymind” (1997:187, italics in original), a term that emphasises the
interrelatedness of the body and mind as opposed to the mind-body split proposed
by Cartesian dualism. Pert notes that there is scientific evidence that supports the
idea of a synergy between body and mind and that this is substantiated by a
biochemical process involving neuropeptides and receptors in emotional processes
that locate in both the brain and the body. She suggests that this provides a strong
indication that mind extends “naturally to the entire body” (Pert, 1997:188).
According to Pert, what we experience as emotion is the result brought on by a “free
flow of information carried by the bio-chemicals of emotion, the neuropeptides and

their receptors” (1997:276).

The role of breath in this process is highlighted by Jane Boston and Rena Cook, who
maintain that, “Eastern thought ... assumes that breath contributes profoundly to
the interconnection of body and mind and aims to make ever more explicit ...
[breath’s] role in enabling higher states of mindful presence for the performer”
(Boston and Cook, 2009:69). | found this useful to my study, in that it supports my
argument that breath is the bridge that connects body and mind. Additionally, it
associates with Pert’s ideas around bodymind. | elaborate on this in the section

entitled Breath-Body-Mind and Image Generation.

Somaesthetics as a Conceptual Framework

Somaesthetics, a term coined by Richard Shusterman is, “[cJoncerned with the
critical study and meliorative cultivation of how we experience and use the living
body (or soma) as a site of sensory appreciation (aesthesis) and creative self

fashioning” (2008:1).

Shusterman’s allegiance to Somaesthetics as a “critical study” supports my
preference to use it as a conceptual framework for this study. He views it as a
“disciplinary framework ... [that engages] both theory and practice” (Shusterman,
2008:1). Through Somaesthetics, Shusterman conceivably alludes to Blackman’s
notion of corporeal consciousness, which provides a useful frame for this study.

Blackman understands corporeal consciousness to present itself “through a
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‘thinking’ body, which is seen to have particular kinds of intelligences and
competences” (2008:83-4). This conceivably associates with Pert’s concept of the
bodymind. Blackman maintains that:

The idea of the body as simply something that we both have and are is
displaced ... as the focus shifts to what bodies can do, what bodies could
become, what practices enable and coordinate the doing of particular kinds of
bodies, and what this makes possible in terms of our approach to questions
about life, humanness, culture, power, technology and subjectivity. (2008:1,
italics in original)

As indicated above, | am interested in Blackman’s idea of the body ‘doing’ and
‘becoming’. This suggests that the body has an active and dynamic role to play in
how we create, negotiate, mediate, and navigate our way in the world. Shusterman
additionally states that, “the body must be recognized as our most primordial tool of
tools, our most basic medium of interacting with our various environments, a
necessity for all our perception, action, and even thought” (2008:4). Following on
Shusterman’s call to recognise the body as a basic medium of interaction, and |
would add, communication, Blackman in her consideration of what it might mean to
think through the body, notes that: “We need to be aware both of the bodily basis
of thought and the cognitive component of bodily processes and vice versa. We also
need to move beyond thinking of bodies as substances, as special kinds of things or
entities, to explore bodies as sites of potentiality, process and practice (2008:5,

italics in original).

This notion connects with Shusteman’s argument for the cultivation of
Somaesthetics as a “way of life”, which supports his reasoning to cultivate the body
as a “primordial instrument in grasping the world [so that] ... we can learn more of

the world by improving the conditions and use[s] of [the body]” (2008:19).

Shusterman recommends an engagement with practices such as yoga, Feldenkrais,
and tai chi, to name a few, that “integrate somatic postures” (2008:24) as a way of
developing a balanced soma, that functions as an energetic unit. In support of this,
Blackman notes that “[b]Jodies do not remain fixed or static but are mediated by
processes and practices that produce dynamic points of intersection and

connection” (2008:107). Blackman argues that:
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[The] felt body is one that is never singular and never bounded so that we
clearly know where we end and another begins. This is a feeling body that
presents a challenge to the kind of Cartesian dualism that produces the body
as mere physical substance. The affective body is considered permeable to
the ‘outside’ so that the very distinction between the inside and the outside
as fixed and absolute is put into question. (2008:10, italics in original)

Blackman claims that “the materiality of the body is presented as a potentiality that
is dynamic and open to being affected and affecting .. [and that] the body’s
materiality ... has a generative force that is not static or fixed” (2008:103).
Additionally, Shusterman emphasises the potential that a heightened somatic
awareness can have for ‘reading’ other sentient beings with whom we engage. In
essence what he is proposing, is that through a heightened sense of awareness of
the somatic self through the cultivation of somatic practices, our awareness of how

others are feeling in their somata, is made possible (2008:43).

The notions of affect and responsiveness connect with Blackman’s concept of the
“lived body” that “unites perspectives that go beyond exploring how bodies are
represented to instead ask[ing] and interrogate[ing] how we ‘live’ our bodies ... and
assumes that bodies are always ‘unfinished’ and in process. The focus is on

experience” (Blackman, 2008:83, italics in original).

Somaesthetics and the thread to Cognitive Neuroscience

In his invitation to pay attention to the synergistic relationship between body and
mind, Shusterman draws inspiration from William James’s insistence on viewing the
body as an effective interpreter of what is occurring on a cognitive level
(Shusterman, 2008:10). He notes that, “James displays extraordinary mastery in the
introspective observation and phenomenological description of bodily feelings
alleged to be involved in thought and emotion” (2008:10) in this way connecting
with the parallels | make between Shusterman’s Somaesthetics theory and the
theories of Antonio Damasio, located in the field of Cognitive Neuroscience.
Shusterman claims that “penetrating beneath the skin surfaces and muscle fibre ...
realign[s] our bones and better organize[s] the neural pathways through which we
move, feel, and think” (2008:24). He goes on to state that, somatic practices “refuse

to divide body from mind” (2008:24). He firmly rejects the mind-body split “since
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the phenomenon of sense perception defies it” (2008:44). This speaks closely to
Damasio’s (1994, 2000, 2003, 2010) insistence on including the body in neurological
processes, where the body is intrinsically involved in the neuro-cycle of meaning-

making.

My attraction to Cognitive Neuroscience and its syncretic relationship with
Somaesthetics as a conceptual framework for this study, was largely informed by my
reading of Damasio. | was drawn to Damasio’s theories that concern the relationship
between the body, emotion and image. My particular interest is in investigating the
role of breath in supporting this relationship. However, it necessary to make sense
of Damasio’s theories more broadly, and consider in what way they could be related
to theatre and performance, before delving into the specific understandings of the

function of breath in this relationship.

Damasio states that, “consciousness begins when brains acquire the power ... of
telling a story without words” (2000:30). The importance of story is evident in
Damasio’s theories. This led me to question whether Damasio’s notion of a “story
without words” could be equated with an image. Key to this notion is the question
of whether the initial manifestation of image is the “story without words” first
experienced as a sensation in the body, which in turn gives rise to the visual image in
the brain, which we then make sense of through thought processes and decipher
through words. Additionally, do these visual images always manifest as what
Damasio refers to as a “movie-in-the-brain” (2000:9)? Damasio maintains that, “the
mind exists for the body, is engaged in telling the story of the body’s multifarious
events, and uses that story to optimize the life of the organism” (2003:218). My
understanding of the relationship between brain and mind is that the former is a
biochemical processing organ of the body that locates in the head and the latter, a
generative organ that has the ability to occupy multiple spaces in the body and
exists in and for the body. This speaks to the synergistic relationship between body
and mind that is encompassed by the idea of bodymind. Damasio further asserts
that, “even the feelings that make up the backdrop of each mental instant are
images ... somatosensory images, that is, which mostly signal aspects of the body

state” (2003:19). My reading of Damasio began as an attempt to answer these initial
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questions. Unsurprisingly, as the reading ensued, further questions arose,
particularly around how Damasio views image and how this in turn could be viewed

in the context of theatre and performance.

Damasio views image as a mental pattern that is inclusive of visual, auditory,
olfactory, and somatosensory modalities (2000:318). According to him, the
sensations or felt perceptions in the body generate further images, thus charting a
cyclical route. He equates the process of image generation with the ability of the

brain to make maps:

The distinctive feature of brains such as the one we own is their uncanny
ability to create maps [...]. When the brain makes maps, it informs itself [...].
[W]hen brains make maps, they are also creating images [...]. [Clonsciousness
allows us to experience maps as images, to manipulate those images and to
apply reasoning to them. (Damasio, 2010:55, italics in original)

He further states that:

Brain maps are not static like those of classical cartography. Brain maps are
mercurial, changing from moment to moment to reflect the changes that are
happening in the neurons that feed them, which in turn reflect changes in the
interior of our body and in the world around us. The changes in brain maps
also reflect the fact that we ourselves are in constant motion [...]. [O]ur own
body changes with different emotions, and different feelings ensue. (2010:57)

The mercuriality of Damasio’s notion of brain maps could be likened to Ingold’s idea
of “wayfaring”. Ingold, as mentioned in Chapter One, distinguishes between
mapping and wayfaring. He views wayfaring as a kind of journeying without maps, in
contrast to mapping, which has a static and predetermined plan. | maintain that the
process of making performance is an interactive process characterised by wayfaring.
It is mercurial in nature. In other words, as a performance-maker one commences
with an idea or a concept, which develops and changes as a result of interacting with
people (performers, designers, technicians, and the like), objects and spaces. Ideas
evolve through the interaction with images, people, and places, “from outside the
brain towards the interior” (Damasio, 2010:55) and vice versa. The permeability of
the body is what allows for the fluid movement from outside to inside and inside to

outside.

It is necessary to contextualise Damasio’s understanding of image in relation to how

image is understood in theatre and performance. Alan Read notes that:
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The theatre image is composed of material elements—bodies in action and
speech articulated in places, and a receptive audience for that action and
speech. The images of other arts are constituted in quite different ways. This
engagement has a metaphysical aspect in that the image between the
performer and the audience adds up to more than the sum of its various
parts. (1995:58)

Read’s understanding of image in theatre and performance implies that it is time-
based and is different from how an image is understood in visual arts where an
image is experienced as a static visual form, or in film, where a series of static
images are placed in relation to one another. Theatre and performance does not
comprise a series of static blocks that are moving so fast that they give the illusion of
movement. It is about movement. It moves in time, and it moves with bodies.
Damasio’s reference to the “movie-in-the-brain” alludes to the notion of image as it
occurs in film. Given this understanding, Damasio’s notion of image may appear
incongruous and limited when applied to theatre and performance, where the

concept of image is not obvious, but rather as Read notes, “metaphysical”.

For the purposes of this study, | am not concerned with how images are read in
performance, but rather with how they appear to a performer through the method
of performance making | am proposing. Damasio’s definition of image and how the
bodymind generates and makes sense of images, is useful when applied to the
process of generating images for performance making that this study proposes. My
understanding of the process of the way in which images are produced, in Damasio’s
terms, is that they happen in quick succession. The neurological processes are
impossible to comprehend in a physical, time-based structure. The shift from felt
sensation in the body to image, as it appears in the brain (“movie-in-the-brain”), to
an articulation of that image through words (whether in thought or through written
or vocal verbalisations), happens extremely rapidly. My understanding is that breath
is a key facilitating mechanism in this regard; in other words, for both image

generation and image processing.

Breath-Body-Mind and Image Generation

Breath as a key contributor and major component of this study not only functions as

the bridge that connects mind, brain and body, but is also the element that initiates
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the connection between mind, brain and body and facilitates the cyclical process of
image generation that Damasio proposes. Boston and Cook further note “that
breath in and of itself is a contributor ... to self-knowledge as presence” (2009:69).
Self-knowledge is arguably extended to include knowledge of what images,

memories, and stories live in the body.

There is a plausible connection between breath and what Rhonda Blair refers to as
“imaginative immediacy and presence” (2009:102). In my experience, presence
implies having an acute awareness of the sensation of breath in the body. The
sensation is made tangible by a connection with breath. If | observe my breath, |
become acutely aware of the felt sensations in my body. If this is the case, then
breath awareness is a justifiable way of experiencing felt resonance in the body.
Breath awareness arguably assists in responding to Shusterman’s appeal to develop
a heightened state of somatic awareness but, however, requires dedicated daily

practice.

The cyclical pattern of breath is akin to the feedback loop in communication. The
breath moves beyond the soma of the self to the soma of others and to things, in a
cyclical fashion. The breath is what connects the self to others and the self to things,
thus enabling “imaginative immediacy and presence” (Blair, 2009:102). Blackman’s
view on the concept of becoming which, “like the paradigm of embodiment, refuses
the idea of separation; in this case, between the self and other [...]” (2008:41) is
appropriate. The concept of ‘becoming’ relates to the proposed method of
performance making that in many ways “refuses the idea of separation”. She further
asserts that “the mixing and interconnection between self and other does not reveal
an authentic separate realm but rather the capacity we all have for being affected
and affecting the other” (2008:44) and that “permeability and connectedness rather
than separation and self-contained individualism are what defines our encounters

with others” (2008:87).

Image to Image Streams

Blair uses the term “image streams” (2006:117) to explain the process whereby

actors create a stream of images that produce felt perceptions and sensations in the
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body. My understanding of Blair's process is that actors generate images that
connect with the words of the text. These images are then visualised and ‘seen’ in
the ‘mind’s eye’, which equates with Damasio’s notion of the “movie-in-the-brain”.
The actor pays attention to bodily responses connected to the images, and in this
way the images are experienced through the body as felt perceptions. The actor, in a
manner of speaking, generates, through wayfaring, a map of bodily responses that
equate with the words and images in the written text. Each time the actor performs
the text, she revisits this body map of felt sensations as a way of accessing and
connecting with the text. The idea of experiencing and seeing these images in what
Damasio terms “the-movie-in-the-brain” (2003:210), enables the actor to experience
the images in her body, and vice versa. In other words, the experience of images as

felt sensations in her body facilitate seeing the images as a “movie-in-the-brain”.

My study adapts Blair's idea of image streams to apply it to the context of
performance making. The notion of image streams offers a useful development of
Damasio’s interpretation of image in that it provides a bridge between a
neuroscientific perception, where the image seems to be a static ‘thing’ that has a
frame around it, and that of the image in theatre and performance, where the image
manifests in and through movement. The notion of streams implies that the process

involves the idea of movement.

A key interrogation in my study centres around whether sensations in the body can
give rise to images, which are seen as a “movie-in-the-brain”, identified and named
through words, which in turn give rise to further felt sensations in the body, and
which sequentially generate further images, thus engaging a cyclical process. The
cyclical nature of the process suggests that images (as defined by Damasio) are
engaged in a cyclical stream of movement, which arguably encompasses Blair’s

concept of image streams.

Conceptual Blending, the Imagination, Metaphor and Meaning-Making

The idea of the image revealing itself in the progression of movement, which
combines Damasio’s definition of image and Blair’s concept of image streams (both

of which are ultimately interpreted through and as words), prompted an
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investigation into where and at what point along the progression of movement, the
meaning of an image reveals itself to the performer. This investigation led to
theories of Conceptual Blending, where meaning is made in the blend of two
images. According to Fauconnier and Turner, “[c]onceptual blending involves
invent[ing] a scenario that draws from ... two analogues but ends up containing
more” (2002:20). Placing images, that are encompassed in image streams, in relation
to one another, suggests that the performer is able to invent scenarios that draw
from two or more images. Fauconnier and Turner additionally assert that “[t]he
blend ends up making possible a set of ‘matches’ that seem obvious to us, even
though we might never previously have matched [them, and that] ... the creation of

meaning is in the blend” (2002:20).

Meaning emerges at the level of “conceptual structure” (2002:22). Fauconnier and
Turner maintain that language involves the integration of conceptual structures
(2002:143); how we structurally arrange words in relation to one another gives rise
to different concepts and meanings. They warn against accepting the “general view
that conceptual structure is ‘encoded’ by the speaker into a linguistic structure, and
that the linguistic structure is ‘decoded’ by the hearer back into a conceptual
structure” (2002:360). They suggest that the challenge lies in “find[ing] the relations
between formally integrated linguistic structure on the one hand and conceptually
integrated structures built by the speaker or retrieved by the hearer on the other”
(2002:360). | suggest that the ability to find these relations lies in the blend between
bodily actions or responses and linguistic structures. The conceptual structure lies in
this blend and can be found in the feedback loop that forms the basis of
communication processes. | include somatic responses, in the form of bodily actions
or reactions to words that have been linguistically structured, in the feedback loop.
The sender engages the body in conveying a message comprised of sounds, words
and emotions and the receiver engages the body in the process of receiving these
before feeding back to the sender via sounds, words, and emotions. The body, in
this instance, is also engaged in the process of feeding back. The blend between
what the words say, how they are linguistically structured, and bodily actions, thus

adds further meaning to that which is being encoded and decoded. How the body
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responds plays an integral role in what is being conveyed or received through words,
and ultimately adds to the conceptual structure of what is being communicated.
Vittorio Gallese considers that “[h]Jumans tend to accompany their understanding of
sentences or their imaginative activities with body reactions that simulate real
experiences. The triggering stimulus, regardless of its external or internal nature,
induces a congruent embodied simulation as a default automatic reaction
(2003:525). According to Gallese and George Lakoff, “[f]irst-generation cognitive
science was strongly influenced by the analytic tradition of philosophy of language,
from which it inherited the propensity to analyse concepts on the basis of formal
abstract models, totally unrelated to the life of the body, and of the brain regions

governing the body’s functioning in the world (2005:1).

This bears a familiar resonance with the Cartesian view that privileges the analytical
thinking processes of the mind over the body’s role in conceptual processes. Gallese
and Lakoff provide a counter in that they argue that, “conceptual knowledge is
embodied, that is, it is mapped within our sensory-motor system” and “[ilmagining
and doing use a shared neural substrate” (2005:2). Additionally, they maintain that,
“imagination, like perceiving and doing, is embodied, that is, structured by our
constant encounter and interaction with the world via our bodies and brains. The

result is an interactionist theory of meaning” (2005:2).

Fauconnier and Turner observe that, “[the] activation [and binding of different
elements] is the work of the imagination striving to find appropriate integrations
[and blends]” (2002:22). Blair maintains that “Blending is a fundamental part of the
actor’s and director’s manipulation of language and imagery in order to engage the
material on which they are working in as fully felt and specific a way as possible.
Living and playing ‘in the blend’ is at the root of originality and creativity (2009:94). |

would include performance-makers in Blair’s list.

Fauconnier and Turner incorporate the concept of compression in their discussion of
conceptual blending. They associate the two through processes of combining, where
“[s]elective projection from different related spaces and integration in the blend
provides an exceptionally strong process of compression” (2002:114). My

understanding of conceptual blending and compression is the process of blending as
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a way of compressing images to give rise to meaning. Two images placed in relation

to one another (blended), create a new (compressed) image.

My study explores whether, through utilising images that emerge in the form of
image streams generated from the biography of the body, performers are able to
cultivate a rich foundation for a performance. Blair notes that conceptual blending
“evokes ... images and associations, [as a] ... set of feelings in the body” (2009:95).
Fauconnier and Turner support this by stating that, “in the case of sensation and
perception, our conscious experience comes entirely from the blend — we ‘live in the
blend’, so to speak” (2002:83). Blair connects this notion with Damasio’s somatic
marker hypothesis that “describes how body-states become linked with our
conscious responses to experiences and our interpretations of those experiences”
(2009:95). According to Edward Slingerland (2005:564), conceptual blends have the
ability to create visceral reactions. His suggestion can be tightly associated with
Damasio’s somatic marker hypothesis, where feelings in the body assist us in
decision making. Feelings in the body give rise to images that evoke emotions and
inform the decisions we make, prompting our actions in the world to flow from

these decisions.

Cook observes that “[tlhe blended space is like a stage set with props and
characters, a commedia scenario awaiting enaction and improvisation” (2010:12). |
maintain that this notion provides a fertile foundation for building a performance.
This study investigates whether the act of blending images generated through the
proposed method, is able to facilitate the process of meaning-making and
conceptualisation of a performance piece. Additionally, it investigates whether the
blends can be explored through cognitive engagement as well as through physical
action in the form of ‘on the floor’ improvisations. Cook further considers that
“[clonceptual blending theory seeks to understand the way in which language
creates emergent structure—novel ideas, creative leaps, and powerful associations”
(2013:13). The idea of emergent structures appeals to me as a performance maker.
The idea that images generated from the body, when blended in a ‘third space’, are
able to create emergent structures, speaks to the notion of nascent possibility in

performance making processes. ‘Third space’ in this instance refers to the result of
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the two blended images, in other words, the compressed image. Cook considers
how “[b]lending theory allows us to see meaning as a rich web of spaces that may

not always make sense, but seem to help the play to work” (2013:104).

It is evident that associative thought and conceptual blending are linked to
processes of generating images and, | would suggest, to metaphor. My study
explores what Lutterbie refers to as the “metaphorical relations that evolve in the
rehearsal process” (2006:163). | contend that the performers make sense of the
relationship between images through metaphor. The metaphors and consequently
the meaning can alter according to the arrangement of images in relation to one
another, and ultimately facilitate the translation of images into performance.
Metaphor enables others to find resonance with the performance. Lutterbie calls for
the “need to embrace the fundamental value of associative and metaphorical
processes in the complex art of acting” (2006:164). For the purposes of this study, |
substitute ‘acting’” for performance making. Lutterbie’s idea of “systems of
association [as a way of] ... gain[ing] information that can be later interrogated for
its value in the development of performance” (2006:164), was key to the proposed
method, where “creativity is an associative process, an interweaving of the affective

and the rational” (2006:165).

Gallese and Lakoff’'s (2005:19) notion of embodied conceptual metaphors is
thought-provoking when one considers the blending of actions located in the
sensory motor circuitry of the brain as metaphors. This is evidenced by the example
they cite: “they kicked him out of class” (2005:19). The action of ‘kick’ stimulates a
sensory motor action simulation. We are able to simulate the feeling of kicking,
because we have previously embodied the action of kicking. We know what it feels

like to kick and we may even know what it feels like to be kicked.

In contemplating what happens during the process of conceptualisation at the
neural level, Gallese and Lakoff theorise that, “the sensory-motor system not only
provides structure to conceptual content, but also characterises the semantic
content of concepts in terms of the way that we function with our bodies in the
world” (2005:2). They assert this by affirming that, “imagination and doing use a

shared neural substrate [and] ... [t]he same neural substrate used in imagining is
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used in understanding” (2005:2, italics in original). As Blair notes, this then means
that, “in order to be able to do something, one must be able to imagine it, and in
order to understand something, one must be able to imagine it” (2009:95-96).
Conceptual knowledge is associated with the idea of conception that leads to giving
birth to something; in this case an idea. Performance making is concerned with
generating ideas that will eventually be shaped into a performance. These ideas, in
the method | am proposing, are inherently images. Images are at the core of ideas
that are birthed, and the performer interprets ideas through images as well as
between images, and vice versa. Additionally, | suggest that the act of paying
attention to breath and the associated sensations experienced in the body, which
are linked to the sensory-motor system, is fundamental to the idea of engaging the

body as a key site for generating images for the purposes of performance making.

Given that the method of performance making that is being proposed is concerned
primarily with the generation of images and images streams, as well as the context
in which it locates — that of South Africa, it is necessary to contemplate the work of
Harold Scheub, Professor of African Languages and Literature, who spent a great
deal of his career travelling through Southern Africa researching oral stories from
various countries in the region. Scheub’s understanding of image, metaphor and
trope are of particular interest to this study. The way oral storytellers compose
stories provides a useful analogue for the method my study proposes; one that is
very much rooted in the context in which | work. Scheub notes that, “[s]tory is an
artful mixing of images by means of pattern. [...] Pattern assures that the diversity of
imagery is united in a metaphorical or metonymic relationship that is the core of
storytelling” (1998:14). Additionally, Scheub touches on the relationship between
image and feeling. He notes that “[t]he ... elements of storytelling exist to rouse,
through evocative images, emotions, then to organize these emotions, rhythmically
moving to trope which is not so much an intellectual as felt experience” (1998:15).
Scheub classifies the images in Southern African storytelling into two distinct
categories, that of past and that of present. The past images are usually aligned to
fantasy and carry an emotional content. The present images are invariably

contemporary and more domestic in nature. From my reading of Scheub, it appears
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that meaning is made in the blend between these two categories of images. | am
interested in how and whether Scheub’s notion of image, metaphor and trope
associate with Conceptual Blending theory in the context of performance making,
and whether it is possible to categorise the different images that emerge into past

and present, in the sense of fantasy and reality.

Summative Thoughts

Through practice | have been drawn to theorists that focus on the body as a central
component of their theorising. Shusterman’s pragmatic approach and focus on
somatic practices and body consciousness resonate with my own practice of FV. My
experiences of using the FDS to make a performance piece, discussed in Chapter
Four, elicited an interest in how images are generated and, specifically the role that
breath plays in these processes. Cognitive Neuroscience, particularly Damasio’s
focus on the body in processes of meaning-making, provided a necessary bridge to
understanding the role of body, breath, brain and mind in image generation.
Conceptual Blending Theory added an important layer to my understanding of
Cognitive Neuroscience and processes of meaning-making and image generation.
Lisa Blackman’s Body Theory provided a useful springboard to link Somaesthetics
and Cognitive Neuroscience to the field of Theatre and Performance. Her theorising
of the body supports my argument for a biography of the body that draws from lived
experience rather than cognitive recollections of events or experiences, where the
idea of developing tools to access and enhance corporeal or somatic consciousness
is key. This falls into line with the impetus behind this study to develop a method for
making particular kinds of performances that engage women’s experiences in
particular kinds of ways to speak back to their social context and to assist them to
develop a sense of self that is more visible to themselves. My study proposes a
method of performance making that asks women performers to explore who they
are and how they relate to the world in which they live. Fundamental is the idea that
breath facilitates a process of self-identification and exploration; breath is the
catalyst and thread that connects body, brain, mind and the imagination. As a tool, it

opens up the space for self-exploration.
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CHAPTER THREE — PREPARING THE YARN

This chapter provides a detailed description of each of the tools employed in the
proposed method of performance making: FV, KRB patterns, body mapping, and
free writing. | have divided the chapter into two sections: (1) tools for developing
the relationship between breath, body, mind and imagination, and (2) tools for
capturing what emerges during the engagement of breath, body, mind and

imagination.

Section One: Tools for Developing the Relationship between Breath,
Body, Mind and Imagination

Fitzmaurice Voicework (FV)

In 2010 | took up a post at UCT’s Drama Department, where | am currently
employed primarily as a teacher of theatre-voice. During that year, | became acutely
aware of the need to locate my teaching practice within a particular system of voice
training. My predecessor, Elizabeth Mills, who happened to be my teacher at
undergraduate and postgraduate levels when | was studying Theatre and
Performance at the same institution, had conducted extensive research in the field
of theatre-voice, and continues to be recognised as one of the authorities within
South Africa as well as internationally. To say that | felt | had ‘big shoes to fill’ would
be a marked understatement. Until then my practice was an amalgamation of what |
had learnt as a student and a teacher, and what | had read. It incorporated aspects
of Cicely Berry’s'® teachings, as well as the teachings of Patsy Rodenburg,® Kristen

Linklater,” Arthur Lessac'® and Veenapani Chawla, who | introduced in Chapter One.

15 Voice instructor at the London Central School of Speech and Drama before she became voice
director of the Royal Shakespeare Company from 1969 to 2014. A large part of her method focuses
on “the physical connections between the making of the word and the emotional motive of the actor
... (or) the want/need of the character in the scene” (1997).

16 Head of Voice at the Guildhall School of Music and Drama in London since 1981. She has a
particular focus on theatre-voice and Shakespeare. She encourages actors to find vocal freedom in
order to declare their vocal presence.

17 Scottish born vocal coach, dialect coach, acting teacher, actor, theatre director, and author, currently
based in America. Her method focuses on "producing a voice that is in direct contact with emotional
impulses, shaped by the intellect but not inhibited by it” (Linklater, 2006:8).

18 American voice, speech, singing and movement teacher who developed a system called kinesensic
training, a creative approach to holistically developing the voice and the body.
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Having become conversant with the practice of yoga in India in 1999, | set out to find
a theatre-voice system that incorporated practices of yoga with a focus on
integrating breath, body, and vocal sound. My experiences with Veenapani Chawla
at Adishakti in 2002 generated this idea. After searching the internet and the library
for possible compatibility, | came across FV. The initial attraction to the system was

that it integrated yoga, shiatsu, bioenergetics and
theatre-voice practices (I will elaborate on each of these later in this chapter).

There are prerequisites for doing the FV Teacher Certification Programme and these
include various workshops with a certified teacher of the work. Given that at the
time there were no certified teachers either in South Africa, or the rest of Africa, |
emailed the founder of the practice, Catherine Fitzmaurice, to explore possible ways
of registering for the Certification Programme scheduled for Los Angeles in January
2011 and January 2012. Following initial correspondence with Fitzmaurice, she
requested an extensive motivation letter and based on this, accepted me onto the
9th Certification Programme that commenced on 1 January 2011. In addition, my
acceptance was conditional on my agreement to enrol in three private sessions with
Master Teacher, Saul Kotzubei, a few days prior to the commencement of the

Certification Programme.

The Certification Programme is divided into two blocks of four weeks each, with
tasks in between the blocks. The second block culminates in a practical examination
that is divided into two parts: teaching and performance. Candidates are required to
fulfil certain tasks in the year between the two programme blocks and undertake to
write a final reflective examination in the second block in the second year of study.
The practical examinations, reflective written tasks, and final written examination all

determine whether candidates are certified or not. | was certified in April 2012.

In January 2012, while preparing for my performance examination, | began to
explore the possibility of breath as a catalyst for making performance, and in
particular, performance that draws from the biography of the performer. After
completing the examination, and once back in South Africa, | further developed the

examination piece which | had performed, and travelled to Vancouver in August
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2012 where | performed it as part of the second Freedom and Focus Conference on
FV. | will elaborate on the process of making and performing the work entitled

Breath-Bones-Ancestors, in Chapter Four.

Fitzmaurice, founder of FV, holds an M.A. (Theatre Studies) and B.A. (English
Literature) from the University of Michigan. She is a Graduate of the three-year
programme at Central School of Speech and Drama, where she studied with
contemporaries such as Dame Judi Dench, and is a certified somatics therapist.® She
teaches voice and text in workshops and to private clients in Los Angeles and New
York City, as well as around the United States and internationally. She has taught
voice and text at the Yale School of Drama, Harvard/A.R.T./MXAT, the Juilliard
School’s Drama Division, NYU’s Graduate Acting program, A.C.T., UCLA, USC, New
York’s Actors Center, London University’s Goldsmiths College, and the Central School
of Speech and Drama, as well as in numerous workshops and seminars, and at
theatre and medical conferences for voice professionals as well as at consciousness
conferences. Her Teacher Certification Programme is offered in New York City, Los

Angeles, London, and Barcelona every two years.

In her forty plus years of working with actors and their voices, Fitzmaurice has
principally focused on breath as a key functional component of theatre-voice
training. This includes both processes of sound production as well as the role of
breath in the expression of creativity. She observes that “inspiration denotes both
the physical act of breathing in, and the mental act of creating a thought. The
expiration (breathing out) or expression of the thought is likewise both physical and
mental” (Fitzmaurice, 1997:248). In her work she has looked to neuroscience as a
way of making sense of the relationship between the functionality and pragmatism
of breathing, and the less tangible process of inspiring creativity. Through her
research into neuroscience, she discovered that there is a synthesis between the
two processes, and the balancing of the two is reliant on synchronising the functions
of the autonomic nervous system (hereafter referred to as the ANS) and the central

nervous system (hereafter referred to as the CNS). The ANS takes care of the

19 Somatics therapy is an holistic therapy that is concerned with the relationship between the mind and
body with regards to the psychological past.
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physical functional need for breathing and the CNS oversees the conscious mental

processes involved with thinking, creating and expressing. She notes that:

The autonomic [nervous system’s response] ... is an unconscious response by
the diaphragm to a need for oxygen ... and the central [nervous system] ... can
override autonomic respiratory rhythm through conscious motor control [...].
The diaphragm contains both unstriated and striated muscle and is responsive
to both the autonomic and central nervous systems. It is therefore uniquely
appropriate as a site to create such harmony, so that the healing of the
culturally prevalent body/mind split is not merely a metaphysical, but is
actually a physical and obtainable goal which brings impulse and thought
together as action. (1997:248)

As mentioned above, Fitzmaurice’s discoveries emanated from practices that include
Euro-American theatre-voice applications, bioenergetics, yoga, and shiatsu
(Fitzmaurice, personal communication 2011, January 5). Years of Fitzmaurice
practically exploring and adapting these modalities have led to what is now termed
FV. | will elaborate on these modalities later in this chapter. | posit that they fall
within the field of Somaesthetics, an area | engaged as a conceptual lens for this

study.

According to Saul Kotzubei, FV Master Teacher, “[b]y opening up the breathing and
becoming aware of a felt sense of the breath travelling throughout the body (which
it literally does in the form of red blood cells), we can develop a greater life force, a
greater presence [...]” (2010:2). This observation connects with Fitzmaurice’s notion
that breath has the capacity to make meaning in performance, where
“[Destructuring] encourages the breathing (as power source and therefore timing)
and the body (as resonator and therefore tone) to respond organically to shifts in
mood and idea, thus achieving variety and complexity of meaning and eliminating
unintentionally dry, flat delivery” (1997:249). Broadly speaking, FV can be divided
into two main components: Destructuring and Restructuring. My proposed method
of performance making focuses primarily on the Destructuring aspect of FV,

although encompassing aspects of Restructuring.
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Fitzmaurice Destructuring Sequence (FDS)

My experience of the FDS has led me to understand it as a process that allows
breath to flow through the body in such a way so as to release energetic blockages
and habitual patterns that may have formed in the muscles of the body. This frees
the body of any tension and in turn enables a more spontaneous breath. Academic
and Associate Teacher of FV, Michael Morgan, explores this further in his
investigation of the FDS:

[The FDS] ... positions permit energy flow in the body that Fitzmaurice calls
‘tremoring’. Tremoring is a vibratory, quivering motion that affects the
breathing and also acts as a diagnostic tool that allows for an awareness of
where energy flows and where it is blocked. As the tremor influences
breathing it also influences the voice. The premise is that vocal resonance will
follow where the breath goes, so as the tremor opens up the whole physical
field, it also carves a path for sound flow. The tremoring energy encourages
the possibility that sound vibration will deeply penetrate the whole body.
(2012:138)

| agree with Fitzmaurice who suggests that spontaneous breath allows space for
imaginative expression (Fitzmaurice, personal communication 2011, January 5). My
understanding of FV is that the notion of Destructuring and Restructuring is explored
through breath and body in an attempt to enhance the live sensorial presence of the
performer in relation to herself, and ultimately to an audience. Breath is explored as
an embodied element that is experienced somatically by the performer and is
investigated as the impulse as well as thread that connects body, imagination and
language. The spontaneous or ‘surprise’ breath, as it is sometimes referred to,
allows for imagination to be expressed through sound that has its origins in the
body. In other words, the sound is in and of the body; it is deeply connected to the
body and not seen as something separate. Breath, | argue, is what catalyses the
sound and weaves an interactive thread between body, sound, language and
imagination. A large part of the FDS involves inducing a tremor in the body. The
tremor is a reflexive action in response to something that induces a state of
imbalance. It is thus the body’s way of bringing itself back to a state of balance
(Fitzmaurice & Kotzubei, 2005:1). If | cast my mind to situations when my body
tremors, | notice that the tremor usually occurs in response to external stimuli, such

as cold, hunger, fear, excitement, and the like. According to Fitzmaurice, what
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actually happens is that the ANS comes into play by creating a tremor as a reflexive
action that brings the body back into a state of balance; it is in a sense the body’s
way of healing itself. Fitzmaurice elaborates: “The involuntary tremoring does a
number of different things. It may speed up the breathing and the heart-beat to
oxygenate the blood, it loosens muscles, and it gives you an adrenaline rush,
primarily. It does these things to enable you to be alert, with pliable muscles, so you

are ready for anything” (Fitzmaurice & Kotzubei, 2005:1).

The FDS involves placing the body into certain modified yoga postures to physically
induce, in the first instance, a tremor. It is important to note that this is not a yoga
practice. The breath used in yoga is very different from the breath used in FV.
Fitzmaurice argues that essentially the yoga breath is not conducive to a performer,

in that yoga breathing is not functional for performance:

In and of itself, yoga is not useful for the voice. It’s useful for the body, and it
may make you aware [...]. [A] yoga breath, a breath that is controlled as
usually taught in yoga, is not ... [a performer’s] breath. [A performer] ... has to
be a little more raw, more available, more spontaneous. And the stretches
and tremors | use work specifically in physical areas that are impacted by
breathing in order to develop that spontaneity. (Fitzmaurice & Kotzubei,
2005:1)

In the FDS breath is never held, and breathing happens through an open mouth.
Performers do not breathe in through the nose, as is the case with yoga breathing.
The argument here is that performers need to be ready to respond with breath,
body and sound at any given moment (Fitzmaurice, personal communication 2011,
January 13). John Donald Howard supports this claim in his comparison between the
notion of ‘allowing breath’ and ‘controlling breath’. He argues that most yoga
practices “emphasise manipulating or controlling breath in some way” (2007:156).
He notes that the idea of ‘allowing breath’ is evident in some somatic practices that
focus on breath, including the work of llse Middendorf (1990), Carola Speads (1992),
and Charlotte Selver (Littlewood & Roche 2004). The idea of ‘allowing breath’ is
evident in FV as well as in the voice work of Kristen Linklater (1976). Contrary to this,
my experience of theatre-voice work as a student encouraged the notion of breath
control. On the other hand, the language associated with Speads, Selver, and

particularly Middendorf’'s work (Howard 2007), is similar to that used by
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Fitzmaurice, in other words, that of ‘letting’, ‘allowing’, ‘giving in to’, ‘releasing’

breath.

The idea of ‘allowing breath’ is most notable in FV through the tremor work. Once
the tremor starts, the ANS takes over, and the idea is to allow the spontaneous
‘surprise’ breath to flow through the body and as a consequence to move the
tremor through the entire body (Fitzmaurice & Kotzubei, 2005:4). The tremor may
be induced and begin in the leg, for example. By giving in to and allowing the breath
to flow, the tremor moves freely and spontaneously from the leg through the entire
body. In this way it also loosens up the muscles in the body. While this is happening,
the performer allows the breath to ‘fall’ out in the shape of ‘fluffy’ destructured
sound, thus allowing breath to spontaneously move through the body and at the
same time connect body and sound; it enables an experience of the voice as
vibration in the body (2005:5). In my experience, the tremor also brings the
performer to a tangible sense of ‘aliveness’ in the body. Physiologically the tremor
heats up the blood and stimulates the adrenal glands. From personal experience,
this has the effect of bringing a tangible sense of being present to, and in the body.
Through the FDS, | have also noted that there are perceptible connections between
breath and emotions, and where these locate in the body. These observations
support Fitzmaurice’s explanation of the relationship between Destructuring and the

experiencing of emotions:

Emotion is a movement of energy. Emotion is a name we give to various
physical sensations in the body because they go beyond the physical and have
a psychological component, and we tend to judge them as either good or bad.
Sadness, anger, fear, and joy are the four major emotions. Each of these
emotions which we sometimes think of as abstraction, in actual fact has a
physical component, a specific physical component in the body. And the
tremor, when it brings energy into those specific physical areas, activates
what feels like the emotion. So our body might cry simply because it wants to
and needs to because we’ve been holding for so long, but we won’t
necessarily think of ourselves as sad or have a memory of a sad time. (2005:5)

This explanation supports Shreenath Nair’s claim that “[b]reath as the fundamental
source of energy to all human actions, reactions, emotions and speech, is an
inseparable element in the nature of human embodiment” (2007:51). It further

resonates with Howard’s discoveries in relation to Middendorf breathwork where,
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“emotions often arise in attending to bodily sensation, almost as if they have been
‘stored’ in particular places and are stirred by attention there” (2007:54).
Fitzmaurice (2011), Howard (2007), and Linklater’s (1976) notions of ‘allowing
breath’, | would argue, are intrinsically connected to the relationship between
breath and emotions. The process of allowing breath to come and go as it pleases in
the FDS, stimulates experiences or the sensation of emotions in the body.
Additionally, Fitzmaurice maintains that Destructuring enables an actor “Through
the self-reflexive contact with the autonomic nervous system ... to acquire ... not
only a more functional vocal instrument but also gains in autonomy, authenticity,
and authority, which affect both personal and social behaviour, as well as aesthetic

choices” (1997:249).
Fitzmaurice Restructuring

Although Restructuring is not specifically employed in my proposed method of
generating images for performance making, it is useful to clarify how it fits into the
overall context of FV. My experience of Restructuring is that it brings intention into
the practice while still allowing for spontaneous imaginative expression. According
to Kotzubei, “restructuring is about focusing the resultant freedom of breath,
energy, musculature, awareness, feeling, imagination and melding it with thought
into effective communication” (2010:4). Practically, Restructuring involves breathing
into the lower part of the ribs, allowing the belly to release and then engaging the
transverse muscle (transversus abdominus) in propelling and supporting the sound
on the out-breath. The engagement of the transverse muscle automatically lifts the
ribs up and out and then allows them to slowly lower as sound is released without
them collapsing (Fitzmaurice, personal communication 2011, January 17). Here, the
CNS comes into play. Restructuring involves structuring the spontaneous,
imaginative sound that is experienced and allowed to flow through the body in the
process of Destructuring (Fitzmaurice, personal communication 2011, January 18). In
my experience, once the mechanics are re-learned and re-membered, they are
developed and ultimately become second nature, similar to driving a manual car or

riding a bicycle. It happens automatically after a while.
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The combination of Destructuring and Restructuring allows for a supported,
spontaneous and imaginative performer. Once the physical action of Restructuring is
understood by the body, performers start to engage what is termed the ‘focus line’
in the expression of sound. Instead of focusing on the actual mechanics of breathing
in Restructuring, performers start to visualise the energetic movement of sound
powered by breath and activated by the engagement of the transverse muscle,
moving down from the centre of the body (where the transverse muscle is located),
around the groin, up the spine, and through the back of the head and out through
the space between the eyes (Fitzmaurice & Kotzubei, 2005:7). The focus line
engages the spine in the process of speaking, and in my experience makes for
vitality, presence and clarity, and assists the performer in connecting to her breath,

voice, body and imagination.
Influences

Euro-American Theatre-Voice Applications

Catherine Fitzmaurice began voice training at the age of 3 under the tutelage of
Barbara Bunch, who also trained Cicely Berry. At the age of 17 she entered the
Central School of Speech and Drama where she received vocal tuition from Alison
Milne, Gwynneth Turburn, J Clifford Turner, and Cicely Berry (Fitzmaurice,
1997:249). Her training with these voice practitioners has most notably influenced
the Restructuring aspect of FV. Fitzmaurice went back to the Central School of
Speech and Drama to teach theatre-voice before moving to the United States in
1968. This experience coupled with her subsequent teaching in the United States
aroused her curiosity around how, for the most part, actors who had been trained in
the traditional European breathing techniques taught at Central School of Speech
and Drama, were unable to “isolate, without undue tension, the breathing actions of
the vocally efficient rib swing and abdominal support [..]” (1997:249). Her
observation inspired Fitzmaurice “[...] to look for methods of reducing body tension
in faster and more radical ways than the voice work or the Alexander Technique
which [she ]... had experienced at Central School, so that breathing isolations could

become effortless and therefore economical, limber, and effective [...]” (1997:250).
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Euro-American traditional breathing techniques for acting, to my understanding,
encompass developing breath capacity, control and support. This involves opening
up the ribs and strengthening the diaphragmatic muscle so as to allow for increased
breath intake and control during vocal production. As mentioned earlier, the FDS
encourages the experience of ‘allowing’ breath as opposed to ‘controlling’ breath.
This shift in languaging begins to open possibilities for integrating the spontaneity of
the breath experienced during the FDS with the more controlled breathing

experienced during Restructuring.

Fitzmaurice’s search for integrating practices that facilitate the experience of
allowing breath into her voice work practice, led her to the exploration of

Bioenergetics.

Bioenergetics

Alexander Lowen, founder of bioenergetics, evolved his practice out of the work he
experienced as a student of Reichian Therapy with Wilhelm Reich. Reich founded his
therapeutic principles in relation to Freudian analysis. My understanding is that
whilst Freud’s focus was the analytical and mental aspect of therapy, Reich’s
practice emphasised the primacy of the body in therapy. Lowen, on the other hand
found a balance between the two. He notes that, “[t]he principles and practice of
Bioenergetic Analysis rest upon the concept of a functional identity between the
mind and body” (Lowen, 2005:location 1471). Moreover, he emphasises that the
functionality of the mind and the body are based on a healthy relationship between

breathing and movement (2005: location 1472).

In this study | did not delve into Reich’s theories and principles, but rather
concentrated on the work of Lowen and the development of bioenergetics as a
somatic practice. | focused specifically on the manner in which it relates to the FDS,
given that Fitzmaurice studied bioenergetics with Lowen. Her experiences with
bioenergetics directly impacted on the development of the Fitzmaurice system of
voice work, in particular the FDS. Morgan notes that Lowen and his colleague, John
Pierrakos, developed Reich’s principles into “dynamic physical postures” (Morgan,

2012:23). Lowen viewed the practice of bioenergetics as:
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[...] a therapeutic technique to help a person get back together with his? [sic]
body. This emphasis on the body includes sexuality, which is one of its basic
functions. But it also includes the even more basic functions of breathing,
moving, feeling and self-expression. A person who doesn’t breathe deeply
reduces the life of his body. If he doesn’t move freely, he restricts the life of
his [sic] body. If he doesn’t feel fully, he narrows the life of his body. And if his
self expression is constricted, he limits the life of his body. (1975:43)

Additionally, Lowen notes that:

In his emotional expression, the individual is a unity. It is not the mind which
becomes angry nor the body which strikes. It is the individual who expresses
himself. So we study how a specific individual expresses himself, what is the
range of his emotions and what are his limits. It is a study of the motility of
the organism for the emotion is based on an ability to ‘move it out’. (1958:xi-
Xii)

From the above it is clear how and where Fitzmaurice found answers in her quest to
find ways of releasing and/or unblocking any energetic blockages and habitual
patterns that may have formed in the muscles of the body, as a precursory (and
continuous) step in the training of actors in theatre-voice. Fitzmaurice’s concern
with releasing energetic blockages in the body so as to allow for a spontaneous
breath, resonates with Lowen’s claim that, “[bJody motility is the basis of all
spontaneity, which is the essential ingredient of both pleasure and creativity”
(Lowen, 2004:34) and that spontaneity arises “because motility of ... [the] body is
unrestricted” (Lowen, 2005:Location 1759). He emphasises that:

Since the muscle is an elastic tissue, the active stretching of spastic muscles
will often set them into vibration ranging all the way from fine fibrillations to
gross shaking. The vibration regardless of its quality serves to loosen the
chronic spasticity of the muscle (2005:Location 1712-714).

Morgan observes that, “[b]oth [Fitzmaurice] ... voicework and bioenergetics aim to
salvage the involuntary movements from the consciously controlled manipulations
that have been imposed upon them” (2012:24). Lowen states further that,

[...] the living organism expresses itself in movement more clearly than in
words. But not alone in movement! In pose, in posture, in attitude and in
every gesture, the organism speaks a language which antedates and
transcends its verbal expression. (Lowen, 1958:xi)

20| do not share Lowen’s gender bias in his writing, as evidenced by his use of the masculine pronoun
throughout.
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Lowen’s ideas resonate with the various postures in the FDS and how as consciously
controlled manipulations they invite spontaneous physical expressions that

transcend verbal expression, tapping into and activating imagination and creativity.

Lowen, like Fitzmaurice, emphasises the importance of breath in processes of
releasing muscular tension in the body. He asserts that:
Bioenergetic therapy starts with breathing, since this provides the energy for
movement. Furthermore, the restriction of breathing imposes restraints upon
the body’s motility. The respiratory waves associated with the movements of
breathing are the basic pulsatory waves of the body. As the waves pass

through the body, they activate the entire muscular system. Their free
movement guarantees the spontaneity for feeling and expression. (2004:34)

It is also evident that Fitzmaurice incorporated principles of Lowen’s bioenergetic
therapy through the inclusion of the tremor in the FDS. This is evidenced in Lowen’s

observation that the:

[...] involuntary pattern of respiration...is closely linked to the emotional
responsiveness of the individual. The involuntary vibrations of the body...have
an immediate effect on the respiratory pattern. [...] When a body is in a state
of vibration, breathing deepens spontaneously. This is because the vibratory
state of the body is a manifestation of its emotional responsiveness. (2005:
Location 1633-1637)

He specifically takes into account that “[b]reathing is also directly involved in voice
production, which is another vibratory activity of the body” (2005: Location 1637-
1638). He maintains that “[i]n bioenergetic therapy there is a constant emphasis on
letting the sounds out. The words are less important [...]. The best sounds are the
ones that emerge spontaneously” (Lowen, 1975:274). This explains Fitzmaurice’s
inclusion of “fluffy’ sound in the FDS. The use of vocalised breath coupled with the
tremor assists in spontaneously and effectively releasing muscular tension in the
body. Lowen further adds that “[t]he vibrations set the stage for spontaneous
expression of feeling” (Lowen, 2005: location 1960). Like Fitzmaurice, | would agree

that this is a necessary tool for actors.

Lowen’s claim that the increase in motility of the body will heighten the role of

feeling, sensing and thinking (2005: location 2473), is of particular interest to me
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given that my study investigates the relationship between breath, emotion and

imagination.

Yoga and Shiatsu

As mentioned at the beginning of this chapter, the initial pull towards FV was the
integration of yoga into the practice. Until then | had intuitively started adapting the
yoga postures (asana) and breathing exercises (pranayama) that | had learnt with
the Bihar School of Yoga in India in 1999, into my theatre-voice classes with students
of acting. The expectations of what | was going to learn through the FV Certification
Programme were very different from what | actually experienced. No amount of
research into Fitzmaurice’s system of voice work could have prepared me for what |
was to meet. | was under the impression that we were going to participate in long
sessions of asana and pranayama practice as part of our training. | could not have
been more wrong. As indicated earlier in the chapter, Fitzmaurice makes a clear
distinction between the practice of yoga asana and pranayama and the FDS. The
FDS borrows from yoga asana practice by incorporating the postures in a modified
manner. The majority of the FDS positions can be associated with specific yoga
postures, however, the small modifications make for a very different experience of
the postures, and in particular, the manner of breathing while in each posture. The
breath in the FDS, as indicated earlier, is not controlled, but rather allowed to come
and go as it wants to. The idea is to allow impulse to lead, and as the person
practising the FDS, to follow the impulse of breath without trying to manipulate or
control it. Not at any time during the certification programme did we encounter the
practice of yoga asana and pranayama as | know it. Nonetheless, | maintain that the
practice of asana and pranayama in its standard yogic form is a useful preparation
for the method of performance making my study proposes. The method requires
performers to observe the self with deep curiosity and awareness, so as to be able
to navigate their way in and through the sensory experiences of the body. To this

end the standard yoga practices of asana and pranayama are constructive tools.

Shiatsu is a form of body therapy that originates in Japan with concurrent
connections to the Chinese system of Tao-Yinn, a form of self-massage and pressure

point therapy used to enhance the internal vital energy of the body, known as Qi
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(Morgan, 2012:121). The literal translation of the term shiatsu means finger
pressure. The practice involves applying pressure to particular points on the body
using the thumb or fingers. As Morgan notes, “[t]his treatment ... can be extended
to include other means of application including the hands, forearms, elbows, knees
and feet” (2012:121). Shiatsu is akin to acupressure in that it involves applying
pressure to acupressure points on the body. These points are assumed to be
situated along lines of energy channels, referred to as meridians, located in the
body. The term meridians, as it is used in bodywork, is associated with certain
Chinese and Japanese medical practices, and denotes a set of energy pathways in
the body along which vital energy is believed to flow. Shiatsu is also similar to
acupuncture, but does not include the use of needles in applying pressure to
particular acupressure points. It works on the principle of balancing the meridians so
as to allow for free flow of energy. According to Sandra Anderson:

These channels are connected to the organs of the body and share the name
of the organ. Examples are the Lung Channel, Large Intestine Channel,
Stomach Channel, and Spleen Channel. The organs and channels have certain
physical, mental, psychological, emotional, and spiritual functions in the body,
and the balanced flow of Qi in the channels sustains these functions.
(Anderson, 2008:6)

Fitzmaurice incorporates aspects of shiatsu into her voice work system as a means
of assisting in the release of habitual patterns and energetic blockages in the body.
The notion of a “balanced flow of Qi in the channels or meridians” speaks to a body
through which energy, powered by breath and sound, flows with ease, thereby
cultivating a healthy, vital and present performer able to “develop a greater life
force, [and] .. a greater presence [..]” (Kotzubei, 2010:2). Morgan views
Fitzmaurice’s incorporation of shiatsu into the system as “a way of communicating
with the interior” (2012:122). Lowen alludes to the inclusion of practices that sound
similar to shiatsu, in his work with Reich:

Prior to leaving for Switzerland, an important development occurred in
Reichian therapy — the use of direct contact with the patient’s body to release
muscular tensions which block his [sic] ability to give in to his [sic] feelings and
allow the orgasm reflex to take place. During his work with me Reich
occasionally applied pressure with his hands to some of the tense muscles in
my body to help them relax. Usually, with me and with others, he applied
such pressure to the jaw [...]. As a result, the breathing becomes freer and
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deeper, and often involuntary tremors occur in the body and legs. (Lowen,
1975:26)

Fitzmaurice’s idea of accessing the interiority of the performer is a notion which |
was especially interested in investigating through the proposed method of
performance making. | was curious to discover what stories, memories, experiences
and images reside in the interior spaces of muscles, bones, and blood, as well as in
the less tangible locales of energy channels. Additionally, the inclusion of shiatsu
relates to Fitzmaurice’s quest to balance the ANS and CNS through the practices of
Destructuring and Restructuring in pursuit of developing performers who are
technically adept, present and spontaneous; performers who are able to cultivate a
profound awareness of sensation in the body so as to be receptive and responsive to
the experience of affect. The idea of affective bodies is one that | introduced in
Chapter Two and further unpack in Chapter Four. The connection between the
practice of shiatsu and the notion of presence, spontaneity and affect, is evident if
one considers Saul Goodman’s observation:

When shiatsu is given, stimulation at the skin surface triggers a response of
the nervous system. This effects a reaction and change in the meridians and
chakras.?! Together these changes create adjustments of the body chemistry,
systems and organs. The changing, adjusting meridian and chakra energy
conversely influences the nervous system which in turn alters the skin
response to stimulus. (1990:22-23)

Goodman’s observation further connects with the synergy between yoga and
shiatsu and how these are synthesised in the FV practice. Goodman equates the
meridian system with that of the yogic chakra system. The chakra system similar to
the meridian system, is based on energy channels that according to Jade
McCutcheon “have been seen as doors to the inner worlds and, therefore, to inner
states of consciousness” (McCutcheon, 2008:41). The notion of “doors to the inner
worlds” further facilitates the process of accessing the interiority of the body. Nair
indirectly supports the connection between the chakra system and the meridian

system in his framing of the kinetic energy associated with the chakra system as

21 A Sanskrit word meaning ‘spinning wheel’. In yogic philosophy, there are said to be seven chakra
points of physical and spiritual energy in the human body.
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being vital energy. “The basic concept of Cakra?? suggests kinetic energy situated in
the body, which can be aroused and properly cultivated throughout the body. This
kinetic energy is said to be the vital energy called Kundalini in yogic terms” (2007:84,

italics in original).

In FV, shiatsu is used as a practice on its own, to support and supplement the
Destructuring and Restructuring processes, and it is also used in conjunction with
Destructuring when pressure is applied to particular points on the body while the
person is Destructuring. With reference to the supplementary use of the practice
Morgan recognises that:

Shiatsu is readily assimilated into the Voicework. Its theories are generally
porous and conversant. Shiatsu is priming the actor through touch toward
self-understanding and self-integrative processes. Nevertheless, shiatsu is
primarily a therapeutic modality and nonperformative. [...] As such, shiatsu
remains, even when integrated into the Voicework, as an adjunct to the more
active engagements of the actor when tremoring and restructuring.
(2012:130-131)

| concur with Morgan who maintains that the relationship between yoga and FV is
less clear (2012: 131). It is evident that the postures used in the FDS are inspired by
traditional yoga postures. However, the emphasis on allowing breath to surrender to
the experiences that are engendered in the body during the FDS, contrasts
considerably with the emphasis placed on controlling breath in yoga asana and
pranayama practices that are designed to inspire a sense of calmness and
tranquillity in the body and mind. Arya Madhavan, when observing the management
and control of breath in siddha yoga, a school of yoga which according to Nair has a
specific focus on breath-related practice and meditation (2007:179), states that: “[a]
disturbing movement of breath causes a disturbance of the mind and hence the
manipulation and control of breathing (which in turn controls the mind) is what is
cardinal to the meditation practice” (Madhavan, 2010:46). Madhavan is clearly
pointing towards the importance of a controlled and managed breath in yoga asana,
pranayama, and meditation practices. Despite the seemingly obscure connection
between yoga and the FDS, | suggest that the practice of asana and pranayama as

preparation for my proposed method of generating images provides in the first

22 Alternate spelling of chakra.
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instance, a holding space for the feelings (or disturbances, as articulated by
Madhavan) that may spontaneously be generated during the FDS. In the second
instance it assists in developing performers that are fit, flexible, and agile, and more
somatically aware and thus more readily able to experience both overt and subtle

sensations generated in the body during the FDS.

Experiments with generating material for autobiographical performance making via
explorations into the function of breath in FV inspired a return to what | had studied
while at Adishakti in 2002. This revisit involved an investigation into the potential
KRB patterns hold as catalysts for generating material. Whilst experimenting on
myself with FV, | noticed that during the FDS, | would often experience somatic
sensations akin to what | experience when | employ the KRB patterns. This
observation encouraged further somatic reflections. My perception of these
reflections was that while doing the FDS, my body automatically engaged the breath
patterns associated with the different Koodiyattam rasas. The FDS, appeared to be
catalysing emotional experiences or sensations in the body, and these experiences

or sensations were in turn being catalysed by breath patterns.

| discovered that the Restructuring aspect of the work connected with the
movement of energy in the body associated with different KRB patterns. Both
Restructuring and KRB patterns involve an acute awareness and engagement of the
spine; both practices work with intention in this regard. Different KRB patterns
involve the movement of energy, powered by breath, either down the spine or up
the spine. This in turn, involves sensations of expansion and contraction in the body.
The movement of energy powered by breath, up and down the spine, is closely
connected to Fitzmaurice’s concept of the ‘focus line’. | will unpack this further in

the next section.

Koodiyattam Rasa Breath Patterns (KRB) and the Theory of Rasa
Koodiyattam

From 2003 to 2006 | taught an academic component for first year students of Drama

at UCT that included Koodiyattam as part of a module on Indian Theatre traditions.
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A considerable amount of what is written here is based on memory of those
particular lectures as well as from discussions with Chawla over time.
According to Madhavan:

Kudiyattam?®® is a form of Sanskrit theatre that is performed in Kerala; it is
considered as the oldest existing Sanskrit theatre in India and also perhaps the
oldest of the still existing forms of the world. Its origin is dated back to the 2"
century BC, thus Kudiyattam could claim more than 2000 years of continued
existence. (2010:19)

Traditionally Koodiyattam performances take place in Hindu temples, and are only
performed by a specific community in Kerala, namely the Chakyar** and the
Nambyar.?> Koodiyattam, in contemporary contexts is performed outside of temples
and is not limited to performers from the Chakyar and Nambyar community. The
first performance outside a Hindu temple took place in 1949 (Madhavan, 2010:23).
This led to the first performance outside of India. Koodiyattam performance was

traditionally an inherited profession. Madhavan notes that:

Traditionally, a Chakyar boy and a Nangyar girl are initiated to training at the
very early age of 7 or 8 and an actor becomes an actor by birth in the sense
that they are not offered a choice to decide otherwise; according to the duties
and rites of their caste, acting is thought to be mandatory, i.e., you had to be
born into the community of performers. (2010:80)

In addition, spectators had to be of a higher caste to watch the performances. In
1965 Koodiyattam began to be taught at the Kalamandalam,?® which meant that the
training became accessible to students from all castes. This soon led to students
from outside of India studying the form. Traditionally, performances would last up
to 45 or more nights. Currently some Koodiyattam performances are condensed to
fit into one hour. However, traditional Koodiyattam performances do still take place
in their original forms in certain Hindu temple theatres. According to Madhavan,
“Ik]udiyattam started declining during the 19* and early 20*" centuries” (2010:22).
One of the factors to which she attributes this decline is the rise in popularity of

Kathakali, a form of dance drama that was less restrictive in terms of who was

2 The spelling of Koodiyattam is interchangeable between Koodiyattam and Kudiyattam. | have
chosen to use the former, but when quoting scholars that use the latter, | have used their spelling.
24 Male performers belonging to this community of temple performers.

2> Female performers belonging to this community of temple performers.

26 Kalamandalam is a major centre for learning Indian performing arts in the State of Kerala.
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allowed to perform in it and who was allowed to watch it. Madhavan also attributes
the decline to the emergence of Ottan Tullal, a satirical solo performance form
(2010:22). The satirical quality of the form thus made it more accessible to all castes.
Despite its supposed decline in popularity, Koodiyattam remains a practiced form in
India today. A key aspect of Koodiyattam training involves the understanding and
application of the theory and practice of rasa. My particular interest in Koodiyattam
lies in its application of the theory and practice of rasa, which is covered in the

following section.
Rasa

Rasa is associated with the over 2000-year-old Sanskrit treatise on acting, namely
the Natyasastra, in that it is the core premise of the aesthetic theory presented in
the text. According to Marchand “[r]asas are the essences of our emotions that exist
in both body and mind” (2006:1). Rasa in the context of performance can be
translated as “the ‘theatrical pleasure’ emerging from any performance experienced

by the audience” (Madhavan, 2010:71). There are a total of nine rasas, namely:

Shringara (love/eroticism)
Hasya (joy/laughter)
Adbhuta (wonder)

Veerya (courage/bravery)
Raudra (anger/fury)

Karuna (sadness/melancholy)
Bhayanaka (fear)

Vibhatsa (disgust)

Shanta (calmness/peace)

I have used the English translations as they were given to me by Vinay Kumar,
performer and teacher at Adishakti (Kumar, personal communication 2002, March

10 and 2012, September 12-17).

The Sanskrit term, bhava can be translated to mean emotion (Schechner, 2001;
Marchand, 2006; Nair, 2007; Higgins, 2007). The distinction between rasa and

bhava, according to 10t and 11t Century Indian philosopher theologian and mystic,
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Abhinavagupta, is that bhava is an expression of emotion as it is portrayed by the
performer in performance and rasa is the audience’s aesthetic experience of the
emotion portrayed (cited in Higgins, 2007:44). Zarrilli maintains that “[/bJhava is a
term commonly used to refer to the actor’s psychophysiological embodiment of a
character’s states of being/doing (emotions) [...]” (2009:69). My perception is that
bhava is a concept, whereas rasa is a feeling; the felt resonance of the bhava. In
other words, the bhava is the name we give to the expression of the felt resonance

of the rasa.

| have found Marchand’s table useful in assimilating the meaning of each rasa and

its corresponding emotion:

The Nine Rasas

Sanskrit Term Principal Meaning Further Meanings and Related Emotions
Shringara Love Beauty, Aesthetic Sentiment, Devotion
Hasya Joy Humor, Laughter, Sarcasm

Adbhuta Wonder Curiosity, Astonishment, Mystery

Shanta Calmness Peace, Relaxation, Rest

Raudra Anger Violence, Irritation, Stress

Veerya Courage Heroism, Determinism, Confidence
Karuna Sadness Compassion, Pity, Sympathy

Bhayanaka Fear Terror, Anxiety, Nervousness, Worry
Vibhatsa Disgust Depression, Dissatisfaction, Self-Pity

(Marchand, 2006:6-7).

Marchand further notes that “[w]hile the Rasas themselves are clearly defined
energies, the resulting emotions (Bhavas) manifest in many varieties and their

understanding is affected by personal and cultural backgrounds” (2006:7).

If rasa, as | contend, is akin to the felt resonance of the associated bhava, it is
conceivable that in order for the audience to achieve the experience of rasa, the
performer, too, has to experience the state of rasa. Madhavan observes that
“histrionics is what causes rasa ... in the actor. He [sic] experiences rasa directly by

means of his [sic] own physical actions” (2010:166). In this way, a “contagion of
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consciousness”, as Chawla indicates (in Ghandi, 2014:75), is created between
performer and audience. My supposition is that breath is key to creating this
contagion. The focus line, as referred to by Fitzmaurice, powered by breath, is what
enables the transference of the state of rasa from the body of the performer to the

body of the audience.

My understanding of the relationship between breath, rasa and bhava is based on
my studies with Chawla and Kumar at Adishakti in 2002 and 2012, as explained in
Chapter One. In my experience of the work, the principle behind it is that each KRB
pattern has a basic emotion or bhava that connects to it. The rasa (felt sensation)
gives rise to the bhava (emotional expression). The means to accessing, generating,
and expressing the emotion (bhava), which is first experienced in the body as felt
sensation (rasa), is through breath. The breath here is arguably a physical action that
gives rise to an experience of rasa in both the performer and the audience. If one
closely observes one’s breathing during particular emotional states, very specific
physiological patterns or structures connected to the breathing pattern may be

noticed.

The only published description of breath patterns associated with each specific rasa
that | came across in the course of my research, is in Sreenath Nair’s Restoration of
Breath: Consciousness and Performance (2007:127-128). Nair based his
documentation on his conversations with Koodiyattam performer Usha Nangyar,
with whom Chawla also worked closely while researching the relationship between
structures of breath and emotion. My observation is that there are similarities
between Nair’s descriptions and my own, particularly when it comes to directionality

and placement of breath.

In the practice of KRB patterns, | have found it useful to begin with breath and allow
the pattern of breath to inform the body posture and facial expression of each rasa.
The experience is that of a seamless transition from one to the other, in other
words, breath, posture, face. The breath in this practice is the catalyst as well as the
thread that energetically informs postural shifts and changes in facial expression.
The energy of breath in the body, created by the pattern, generates a tangible felt

sensation in the body (rasa). Thus body and face respond to the sensation in the
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body and the associated emotion (bhava) is expressed. This experience echoes
Lowen’s idea that breath begets energy in the body which produces motility, which

leads to spontaneity, and ultimately self-expression (Lowen, 2005: Location 1937).

This work (KRB patterns), in my view, is similar to the work of neuroscientist, Susana
Bloch, who developed what has come to be termed Alba Emoting in Europe or Alba
Method for Emoting in America. According to Jessica Beck, “Alba Emoting is a tool
for actors to summon emotion at will through respiratory-facial-postural actions
that trigger the physiological components of emotion” (2010:141). Zarrilli supports
my claim, “[t]he description by Bloch and her associates of the psychophysiological
process of breath control and muscular contractions basic to inducing each effector
pattern is strikingly similar to that of the interior psychophysiological processes of

some traditional Asian actors [...]” (2002:98).

At their core, both systems employ a psychophysiological, somatic approach to
accessing emotions, where the body is engaged “as a locus of sensoryaesthetic
appreciation (aesthesis) and creative self-fashioning” (Shusterman, 2006:2). In
addition, Shusterman characterises the body as “the basic instrument of all human
performance, our tool of tools, a necessity for all our perception, action, and even

thought” (2006:2).

Bloch defines emotions as “distinct and dynamic functional states of the entire
organism, comprising particular groups of effector systems (visceral, endocrine,
muscular) and particular corresponding subjective states (feelings)” (1993:123, italics
in original). The subjective states to which Bloch refers can be equated with the
experience of rasa in the performer as well as in the audience. Bloch was arguably
impacted by William James’s theories of emotion, which reveal that emotions are
the primary result of changes felt in the body (Bloch 1993: 122). In his thesis James
states that:

Our natural way of thinking about these standard emotions is that the mental
perception of some fact excites the mental affection called the emotion, and
that this latter state of mind gives rise to the bodily expression. [...] My thesis
on the contrary is that the bodily changes follow directly the PERCEPTION of
the exciting fact, and that our feeling of the same changes as they occur IS the
emotion. (James, 1884:189-190, italics and capital emphasis in original)
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From the above it is evident how James’s early theories conceivably inspired
Shusterman’s philosophical theories, as well as Bloch’s neuroscientific approach to

considering the relationship between mind/body/emotion.

Alba Emoting is becoming widely accepted as a tool for accessing emotions and is
being incorporated into numerous acting programmes at universities and colleges in
America and Europe. The system of KRB patterns, on the other hand, is less known
outside of India, particularly South India. | therefore, feel it necessary to include a
section on the parallels between the two systems, as a way of locating the system of
KRB patterns within my context, which is largely influenced by American and
European traditions of teaching and practice. Additionally, the comparison provides
insight into the triadic relationship between breath, posture and facial expressions

as a means of accessing emotion, that the two systems share.
KRB in relation to Alba Emoting

Roxanne Rix describes Alba Emoting as “a scientifically devised system for
generating emotional states through precise physical patterning [...]” (2002:205).
She provides an effective springboard from which to discuss the similarities between
Alba Emoting and KRB patterns as taught to me by Chawla and Kumar:

[Alba Emoting is] ... the first method to identify specific, universal patterns in
... reproducible aspects of emotional expression, and systematize them into a
technique to produce and express emotion at will [...]. In taking on the
physical characteristics of an emotion, the body begins to feel that emotion:
the limbic system, sympathetic and parasympathetic nervous systems etc.,
begin to respond as if there were a stimulus creating the response [...]. (Rix,
2002:207)

Rix’s observations echo Chawla’s reflections on her research with Adishakti:

We discovered that all three: psychological/satvika, vocal/vachika and
bodily/angina expressions are indeed united by a common breath [...]. And
this stands to reason when one accepts that breath is really the physical
expression of thought and emotion. A particular kind of breath to express one
bhava/emotion in the face will express the same emotion in the voice, in the
mind and in the body. [...] Adishakti was therefore able to creatively extend
the breath patterns used in Koodiyattam for facial expression, into bodily and
vocal expression. (2001:7-8)

Bloch’s proposition that “acting can be characterised as a particular form of

behavior produced at will by an actor in order to transmit gnostic and emotional
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information to an audience by word, gesture and posture [..]” (Bloch et al,,

2002:219) resonates with Chawla’s findings.

The major difference, in my opinion, between Alba Emoting and Chawla and
Kumar’s approach, is that the former has been formalised into a method of actor
training that has been trademarked. In order to teach the work, it is necessary to
undergo certification training. The KRB patterns (and by association postural and
facial patterns) have not to my knowledge been officially recorded (apart from the
brief descriptions provided by Nair) (2007:127-128). The method, by implication,
lives in the bodies of those who have learnt it and are thus able to pass it on through

embodied practice.

| first encountered Alba Emoting in theory when reading about Bloch’s research that
she conducted in 1970 with neurophysiologist, Guy Santibafiez, and theatre director,
Pedro Orthous. The aim of their study was to “relate some of the physiological and
expressive activations present during an emotion with the corresponding subjective
experience” (Bloch, 1993:124). The study revealed that there was indeed a
connection between emotions and particular breath patterns, facial expressions and
physical postures. On first reading, the system that Bloch was proposing resonated
with the work | had experienced at Adishakti in 2002, and what | subsequently
explored with performers in The Mothertongue Project. The most obvious
connection was the relationship between breath, facial expression and body
posture. The second noticeable connection was Bloch’s list of emotions that the
method engages, and how they correlated with the nine rasas. Bloch identifies six
emotions: joy, anger, sadness, fear, eroticism, and tenderness. According to Anne
Schilling, Alba Emoting instructor and Associate teacher of FV from Southern
Methodist University (SMU) in Dallas, Texas, disgust is being considered as a seventh
emotion (Schilling, personal communication 2013, March 8). | would equate
tenderness with the Shanta/compassion rasa. Arguably Alba Emoting omits two of
the emotions associated with rasa (if we are to take that disgust is being developed

for inclusion), in other words, Veerya/bravery/courage, and Adbhuta/wonder.

Nine years after reading about Bloch’s method, | practically explored the work with

Schilling. Schilling came to UCT on a research visit in March 2013 and again in March
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2014. One of the primary aims of our collaboration was to explore through practice
whether there was a connection between KRB patterns, as taught to me by Chawla
and Kumar, and Alba Emoting. Before | delve into what Schilling and | discovered, |
outline the premise of what Bloch has termed the effector patterns which, in my
understanding, form the basis of Alba Emoting. The effector patterns are based on
three somatic elements that are associated with emotions:

1. a breathing pattern, characterized by amplitude and frequency modulation.

2. a muscular activation characterized by a set of contracting and/or relaxing
groups of muscles, defined in a particular posture.

3. a facial expression or mimicry characterized by the activation of different facial
muscle patterns. (Bloch et al., 2002:221)

Bloch based her findings on the way in which the body responds during emotional
experiences (Rix, 2002:209) and defines effector patterns as “a particular
configuration of neurovegetative, hormonal and neuromuscular reactions” (Bloch et

al., 2002:221).

Breathing Patterns

Artaud alluded to the relation between breath and emotion by suggesting that
“[b]reath accompanies feeling, and the actor can penetrate into this feeling by
means of breath provided he [sic] knows how to select among the different kinds
the one appropriate to the feeling” (Artaud, 1958:137). At the time of Bloch,
Santibafez, and Orthous’s experiments in the 1970s, there did not seem to have
been much published scientific literature on the relationship between emotions and
specific respiratory patterns (Bloch, 1993:127). This is not to say that there was not
any published research into the correlation between breath and emotions,
particularly in relation to clinical observation as well as the relation between breath
and relaxation where breathing is viewed as the foundation of many relaxation
techniques, such as the practice of pranayama in yoga studies. Bloch and her co-
researchers discovered that breath patterns produced the most explicit

differentiation between different emotions (1993:127).

Subsequent research