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The aim of the article is to identify whether the Feldenkrais method is effective in the process of actor training in
the context of the development of modern institutional models designed on bio-psychosocial practice. The methodology
of the research. Main principles of the research have been historical-survey and historical-descriptive methods, which
have enabled to explore the process of actor training by the M. Feldenkrais method since the 1970’s in the USA, Israel,
and France. In addition, the method of somatic education Feldenkrais based on knowledge of physics, mechanics of the
body, neurology, theory of training and psychology is used. The scientific novelty. The article analyses the use of the
Feldenkrais method in the professional actor training in connection with the development of modern institutional models,
designed on bio-psychosocial practices that promote self-awareness, mobility, effective creative skills in the process of
transformation. The expediency of some integrated aspects of Feldenkrais method into the acting classes programs at
higher art educational institutions of Ukraine is substantiated. Conclusions. It is proved that techniques and actor trainings
designed on the Feldenkrais method aimed at rethinking ourselves and our body power in creating towards the image. By
developing a variety ways of moving and perceiving, students understand the creative process from the standpoint of the
lack of restriction of expressions. Thus, future actors are working on setting up their bodies as a professional instrument,
expanding the capabilities of voice and muscle-skeleton, and are aware of new opportunities for actor expressiveness,
having received a choice of feelings, sensations, movements and actions.

Keywords: the Feldenkrais method; actor teaching techniques; bio-psychosocial practice; higher educational
institutions.

Introduction

Modern theater practice, methods and techniques of actor training are formed within the urban cosmopolitan
context, which is simultaneously multicultural, intercultural and intercultural. Researchers emphasize the
fact that the modern theater reflects the city’s response to the challenges of globalization and is a kind of
“meeting point of the West and the East cultures” (Li, 2007, pp. 440-469). Thus, it is logical and expedient in
the process of actor training in the XXI century to combine the traditional methods and trainings and modern
practices, western pedagogy and eastern philosophy, various institutional models, and so on. In this context,
the specificity of the actor training by the method of M. Feldenkrais acquires particular relevance.

Only a few our researchers published papers on the key features of the Feldenkrais method, as one
of the most effective in the process of psychological and physical rehabilitation, as well as the personal
development of a person. Thus, O. Tokhtamysh in the article “The Feldenkrais method as a theory and practice
of human learning and development through awareness of body movements” analyzes its main theoretical,
methodological, and applied aspects (Tokhtamysh, 2012).

A. Lutsenko highlights some aspects of the method, in particular, the technique “Awareness through
Movement” (Lutsenko, 2014). Instead, the study of the Feldenkrais method as an innovative practice in actor
professional training is still left out of the attention of Ukrainian researchers.

The purpose of the article
The aim of the article is to find out the feasibility of using the Feldenkrais method in the process of

actor training in the context of the development of modern institutional models designed on bio-psychosocial
practice.

© Victoriia Strelchuk, Iryna Ivashchenko, 2019

82



CIHEHIYHE MUCTENOTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MucrtenrsoznaBctso. Bur. 40 ¢ ISSN 2616-4183 (Online)

Presentation of the main material

Modern theater practice, methods and techniques of actor training are formed within the urban cosmopolitan
context, which is simultaneously multicultural, intercultural and intercultural. Therefore, it is logical and
expedient in the process of actor training in XXI century to combine the traditional methods and trainings and
modern practices, western pedagogy and eastern philosophy, various institutional models, etc. In this context,
the specificity of the actor training by the Feldenkrais method acquires particular relevance.

Now the democratization of common learning practice is a key trend, which promotes the identified
emotional abilities and the formation of psychophysical flexibility of actors. One of the existing techniques
within this context is the Feldenkrais method, which offers emancipatory, empathic-forming and agent-oriented
processes for an open and clear approach to the actor training.

M. Feldenkrais, Doctor of Science in Physics, who actively practiced martial arts and the first among
the Europeans to get a black belt, had developed a unique synthesis of science and aesthetics - the method of
somatic education Feldenkrais based on knowledge of physics, body mechanics, neurology, theory of training
and psychology for 40 years. Today, this method is considered as a revolutionary approach in understanding
human functioning, improving its physical and mental activity. It is actively used to increase the efficiency
of professional athletes, as well as in the training of dancers, musicians and actors. The versatility of this
method allows you to achieve a higher level of comfort, increase mobility and range of movements, improve
coordination and flexibility, expand self-awareness, increase self-esteem and viability (Zarrilli, Sasitharan
and Kapur, 2016).

According to some researchers, pedagogical practices and actor trainings based on this method, provide
students with a sense of belonging and social complicity, creating conditions for the discovery of internal
power (Lorde, 2007, p.56) through the development of a jointly implemented professional closeness, that
forms a pedagogical foundation for the revitalization and integration of own actors™ “the I in the process of
training and stage performance as “the most profound creative source” (Lorde, 2007, p. 57).

The use of the Feldenkrais method in the actor training process began in the 1970’s. Feldenkrais personally
conducted the first training for actors and dancers in the USA and Israel, and held classes with actors in Paris at
the invitation of the famous theatrical director P. Brooke. His students and followers (for example, M. Panier,
one of the leading teachers of the movement in Europe) contributed to the recognition and adoption of the
Feldenkrais method as a somatic discipline and practice that greatly improves the process of learning the
performing arts.

One of the first countries where various aspects of the Feldenkrais method were integrated into the
programs of higher art school was the United Kingdom. In 1996, G. Newell launched the first British training
program for professional actors for Feldenkrais method. An innovative seminar in the curriculum of the Royal
College of Holloway (University of London) became a physical theater course, developed on the Feldenkrais
method, introduced since 1998 by R. Cave, an honorary professor of dramatic and theatrical art. Some other
universities in Great Britain have also integrated the Feldenkrais method in the curriculum of performing arts:
the BA Performing Arts at the London Metropolitan University, the BA Contemporary Performance Practice
Program, Doncaster University Center (University Center Doncaster), etc. (Igweon, 2010, pp. 6-7).

Currently, well-known Western theatrical actors and directors have developed Feldenkrais-based training
courses and trainings: they are taught at many leading art institutions in West-European countries and the
United States of America, and the method regarded as a dynamic learning approach that adds traditional
methods and techniques.

The Feldenkrais method is a somatic discipline based on sound mechanical and neurological principles that
are easily accessible through physical displacement or reorganization and re-balancing of the body in time and
space; emphasizes the empirical aspects of learning, helping the person to improve psychophysical awareness,
giving them the opportunity to make a rational choice of movements and actions. This idea, identified by
A. Questel, is central in the practice of the Feldenkrais method.

A. Questel, a well-known teacher of the Feldenkrais training program, who holds workshops for actors
at leading world institutions, notes that one of the main principles of the actor’s stage activity is to understand
what needs to be done to obtain unlimited opportunities. The Feldenkrais method, which includes all the
necessary aspects for improving person potential through learning, focuses on four aspects: thinking, emotion
(emotional level), perception (processing of information) and motion, as the changes in any of them can lead
to a change within “the I”” totally. The author of the method has chosen movement as the method of achieving
this process, since changing the way of thinking, our own feelings and perceptions is rather difficult, whereas
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the change of movement (the process that takes place immediately) and the use of attention can lead to abrupt
changes in the perception of oneself and others (Fonow, & others, 2016, pp. 116-130).

There are two practical approaches in the training: “Awareness through movement” — a series of group
exercises from sequences of movements that affect changes in the breathing, posture, flexibility, range of
movements, shifting self-esteem, reducing pain, increasing viability, and generally focuses on the process what
we do in reality; and “Functional integration” is a technique aimed at a new perception of oneself through
physical organization, empowerment and free choice of how and what to do (Questel, 2002, pp. 11-16)
(as a rule, takes place in the form of individual classes).

In the process of actor training, this technique is used from the elementary level, to work body and voice up,
as well as to create various motivations for actors, the experience in which they can choose how to respond, in
accordance with many factors that determine the context in which they are and regarding what they or a director
want to convey to the spectators.

A. Questel points out that the education system is based on knowledge of something; most of a person’s life is
spent in the process of learning, planning and forecasting, since in the cultural plan, deprived of means to support the
feeling of non-acquaintance, stay in the process, focusing on the process itself, and not on the outcome. Using the
technique, an actor practices the creation of comfort and new levels of awareness and action in the context of non-
acquaintance of what will be further (Questel, 2002, pp. 11-16).

Sensations are different from feelings; they can even describe other forms, such as fatigue, comfort, readiness,
etc. By developing the ability to feel and comprehend their own feelings, the actors can find out exactly what they
feels and express it more precisely. According to Feldenkrais, the ability to perceive and express a wide range of
sensations is inactive, and only due to certain techniques awakens.

Movements, gestures and poses are much more truthful than words, and hence the congruence of words and
movements contributes to a better perception and understanding of what an actor wants to convey (Fonow, & others,
2016, pp. 116—130). At the heart of the technique is the notion of “awareness”, which is considered by the movement
as a vehicle. According to M. Feldenkrais, “movement is the basis of comprehension” (Feldenkrais, 1987, p. 36),
whereas “comprehension is consciousness, along with the realization of what is happening in it, or as it occurs in us,
while we are conscious” (Feldenkrais, 1987, p. 50).

The method contributes to the creation of neutral state by an actor, which is a foundation for better developing
the physical characteristics. Students distinguish the structure of movements, how to use them to express the nature
of the character, etc.

The particular advantage of the method is in the context of the development of internal stability, including
emotional. It contributes to the creation of a sense of lightness, confidence and presence, which is extremely important
in performing arts.

An effective method of Feldenkrais contributes to enhancing understanding by an actor in a state of tranquility
and state of action, and movement is an integral part of the actor’s ability to tell a story, not only in terms of what
needs to be expressed, but also in terms of setting, re-formulating and developing means external and internal
expressiveness. Thus, the method gives a unique opportunity for an actor to create an image, as well as to make
deeper the comprehension of the creative process.

The methodologies and actor trainings developed on the Feldenkrais method are aimed at rethinking ourselves
and the power of our body in the process of creating an image. By developing a variety of ways of moving and
perceiving, students understand the creative process from the standpoint of the lack of restriction of expressions.
The series of structured sequences of movements “Awareness through Movement” (group vocal practice) promotes
the development of actor’s attention, perception and imagination; improvisation of movements provides further
development of the skills of studying the qualities of motion, surrounding space, sounds, music, etc. In this way,
students are adjusting their bodies’ settings as a professional tool, expanding the capabilities of voice and musculo-
skeletal, and are aware of new opportunities for actor expressiveness, having received a choice of feelings, sensations,
movements and actions.

This methodology is not aimed at obtaining fast, well-defined results, although certain difficulties (breathing
problems, voiced push, etc.) can be solved for several classes, but is characterized by individuality and positioned as
a continuous opening process that takes time to reach and change habits and gain enormous benefits by reflecting on
a new dimension of being as an executor.

The article analyses the use of the Feldenkrais method in the professional actor training in connection with the
development of modern institutional models, designed on bio-psychosocial practices that promote self-awareness,
mobility, effective creative skills in the process of transformation. The expediency of some integrated aspects of
Feldenkrais method into the acting classes programs at higher art educational institutions of Ukraine is substantiated.
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Conclusions

It is proved that techniques and actor trainings designed on the Feldenkrais method aimed at rethinking
ourselves and our body power in creating towards the image. By developing a variety ways of moving
and perceiving, students understand the creative process from the standpoint of the lack of restriction of
expressions. Thus, future actors are working on setting up their bodies as a professional instrument, expanding
the capabilities of voice and muscle-skeleton, and are aware of new opportunities for actor expressiveness,
having received a choice of feelings, sensations, movements and actions.
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METO/ ®EJIBJIEHKPA3A Crpenpayk Bikropis OnekcanapiBHa'?,
B KOHTEKCTI PO3BUTKY | Isamenko Ipuna Bitaniigaa®
THCTUTYIWIOHAJBHUX MOAEIEM | :Kanoudam nedazoziunux nayx, npogpecop;
AKTOPCBKOI'O HABYAHHS XXI CT. | 2Joyenm;

*KuiscvKkuil HayioHanbHUll yHisepcumem

Kyaemypu i mucmeyms, Kuis, Ykpaina

Merta crarTi — BHSBUTH JOIUTBHICT BHKOpPHCTaHHS MeTomy DenpicHKpaif3a B Tporeci HaBYaHHS AaKTOPiB
Y KOHTEKCTI PO3BUTKY CyYaCHHX 1HCTHUTYIIIOHAEHUX MOZEIICH, pO3POOICHIX Ha OCHOBI 010IICHXOCOIiaThbHOT IIPAKTHKH.
Mertoponoris gociikeHHss. OCHOBHUMH B ITPOBEJCHHI JOCIIIPKEHHS CTaJN ICTOPHKO-OIVIJOBUH Ta iCTOPHKO-OITMCOBHI
METOH, L0 Jaj0 3MOTy PO3IISHYTH NMPOLEC HaBYaHHS akTopa 3a MerogoM M. denbnenkpaiiza 3 1970-x pp. y CILIA,
I3paini Ta ®pannii. Ha ocHoBi 3HaHB 13 Qi3MKH, MEXaHIKK Tija, HEBPOJIOTiT, TEOPil HABYAHHS Ta ICUXOJIOTI] 3aCTOCOBAHO
MeToj] comarnuHoi ocBith «Feldenkraisy. HaykoBa HOBH3HA. Y CTaTTi MpoaHaIi30BaHO BUKOPUCTAHHS B MpodeciiHoOMY
HaBYaHHI aKTOPiB MeToy DenpaeHKpaif3a y 3B 3Ky 3 PO3BHTKOM CYJaCHHX 1HCTUTYIIOHAIEHUX MOJIEIEH, pO3pOOIICHIX
Ha OCHOBI 010TICHXOCOIIaThHOT MTPAKTUKH, IO CTIPHUSIOTH CAMOYCBIIOMIICHHIO, MOOUTEHOCTI, €(pEeKTHBHOMY BUPOOICHHIO
TBOPYMX HABUYOK Yy TMporeci mnepeBTuieHHs. OOrpyHTOBaHO IOLUIBHICTh IHTErPYBaHHS AESKHUX AaCIEKTIB METOMY
denpaeHKpaiiza B MpOrpaMu KypciB aKTOPCHKOI MaWCTEPHOCTI BHIMX MHCTEIBKMX HaBUAJIBHHMX 3aKiaJiB YKpaiHH.
BucnoBku. JloBenieHo, 1110 METOMKH Ta aKTOPCHhKI TPEHIHTH, PO3pOo0JIeHI Ha 0CHOBI MeToy DenbieHKpaii3a, CrpsiMOBaHi
Ha TMEPEOCMHUCIICHHS cebe Ta MOXKIMBOCTEH CBOTO Tijla B IPOIECi poOOTH Haa CTBOPEHHsM 0o0pa3sy. Pospolistoun
PI3HOMaHITHI CITIOCOOH TEPEeMIMIeHHS 1 CIIPUHHATTS, CTYASCHTH OCMUCIIOIOTh TBOPYHHA MPOIEC i3 MO3MIii BiACYTHOCTI
0OME)XeHHS BapiaHTIB BUPAXKCHHA. Y TaKWi croci0 MaiOyTHI aKTOpH IMPAIIOIOTh HAJl HAAIITYBaHHSIM CBOTO Tijia SIK
mpo¢eciiHOTO 1HCTPYMCHTY, PO3MIMPIOIOYN MOKIMBOCTI TOJIOCOBOTO U PYXOBOTO amapaTiB, Ta YCBIIOMIIOIOTH HOBI
MOYKIIMBOCTI aKTOPCHKOT BUPA3HOCTI, OTPUMABILIM BUOIp BiAYYTTiB, IIOYYTTIB, PyXiB i Jii.

Kniouosi crosa: meron denbaeHkpaiiza; METOIMKH HaBYaHHS akTopa; OIONCHXOCOIiajbHAa TPAKTHUKA; BHIII
MUCTEIbKI HaBYaJIbHI 3aKIIaIH1.

METO/I ®EJIBAEHKPAM3A | Crpensuyk Bukropust AnekcasaposHa'®,

B KOHTEKCTE PA3BBUTMUA | Usamienko Mpuna BuranbesHa®
HHCTUTYIHUOHAJBHBIX MOAEJIEM | Kanoudam nedazozuueckux nayx, npogeccop;
AKTEPCKOI'O OBYUEHUSA XXI| BEKA | 2oyenm;,

*Kuesckutl HAYUOHATbHBIN YHUGEPCUEM

Kynomypsel u uckycems, Kuee, Yxpauna

Llenb craThby — BBISIBUTH 1€JI€CO00PA3HOCTH MCIOIb30BaHus MeTofa denbaeHkpaiiza B porecce 0OyueHHUs aKTepoB
B KOHTEKCTE Pa3BUTHSI COBPEMEHHBIX MHCTUTYIIMOHAIBHBIX MOJIENICH, pa3pabOTaHHBIX HA OCHOBE OMOIICHXOCOIMAIbHON
MpaKkTUKA. MeToonoruss ncciaeoBaHus. [JIaBHBIMH B MCCIICIOBAaHMU CTaJM HCTOPHKO-O030PHBIH M HCTOPHKO-
OITMCATENbHBIA METO/BI, YTO IO3BOJIMJIO PAcCMOTPETh Mpolecc oOydeHust akrepa 1mo merony M. DenbleHkpaiica
¢ 1970-x rr. B CHIA, Uzpanne u Opannun. Ha ocHOBe 3HaHMI M3 (DU3UKH, MEXaHUKH Teja, HEBPOJIOTMH, TEOPUH
0o0ydueHUsT 1 TCUXOJIOTHMH TPUMEHEH METOoj coMaTrmueckoro ooOpazoBanus «Feldenkrais». Hayunas HoBusHa. B crtarbe
MIPOAHAIIN3UPOBAHO HCIIONB30BAaHNE B TMPO(ECCHOHANEHOM OOydYeHHH akTepoB MeToga DenbpaeHKpaii3a B CBA3M
C Pa3BUTHEM COBPEMEHHBIX MHCTHTYLIMOHAIBHBIX MOJENel, pa3paOOTaHHBIX Ha OCHOBE OMOIICHXOCOIMAIBHOMN MPaKTHKH,
KOTOPBIE COACHCTBYIOT CaMOCO3HAHHIO, MOOMIBHOCTH, 3((HEKTUBHOI BBHIPAOOTKE TBOPUECKUX HABBIKOB B IIpOIecce
nepeBorutonienust. OOOCHOBaHa 11eJIeCO00Pa3HOCTh MHTETPUPOBAHUS HEKOTOPBHIX aclekToB Metona denbaenkpaiiza
B IIPOTpaMMbI KYpPCOB aKTEPCKOIO MAaCTepCTBa BBICIIMX XyJOKECTBEHHBIX yUEOHBIX 3aBeleHUIl YKpauHbI. BBIBOIBI
JlokazaHo, 4TO METOJMKHU U aKTEPCKHE TPEHUHTH, pa3paboTaHHbIe Ha OCHOBE MeTona derpaeHKpaiiza, HalpaBICHHBIC
Ha MEPeOCMBICIICHHE ce0si M BOSMOYKHOCTEH CBOEro Tella B IMporecce paboThl Hal co3maHueM obpasza. PaspabarsiBas
pa3iIMYHbIE COCOOB! MEPEMEIIEHNUS 1 BOCTIPHATHS, CTYAEHTBI OCMBICINBAIOT TBOPUECKUH MPOLIECC C TIO3UIMN OTCYTCTBHS
OTpaHWYEHUs] BApUAHTOB BhIpaKeHUs. TakuMm oOpa3oM Oyaymiue akTepbl pabOTaroT HaJ HACTPOWKOH CBOETO Tena Kak
podecCHOHATLHOTO HHCTPYMEHTA, PACIIUPSISt BO3MOYKHOCTH T'OJIOCOBOTO U IBUTATEIBHOTO alapaToB, 0CO3HAIOT HOBBIC
BO3MOYKHOCTH aKTEPCKOH BBIPA3UTEIBHOCTH, MIOJYYUB BEIOOP OIYIIEHHIA, YyBCTB, JABMKEHUN U AEHCTBUI.

Kniouesvie cnosa: meton ®denpaeHkpaiiza; MeToIuKN 00ydeHHs akTepa; OMONICUXOCOIMAaIbHAs MPAKTUKA; BBICIIINE
Xy/I0KECTBCHHBIC yUeOHBIC 3aBEACHMS.
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