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Part 1: from the inside looking out / July 2014

Abstract: This article offers a contribution to 
reflection about the uses and usefulness of the 
inclusion of embodied learning as experienced in 
the practice and thinking of the Feldenkrais Method 
within theatre arts and community contexts. This 
proposal is substantiated through analysis of 
the principles and practices of The Feldenkrais 
Method in relation to the principles and practice 
of theatre in the community. For this purpose in 
2014 we conducted two practical experiences as 
part of the postgraduate programme in Theatre 
and Community at ESMAE which gave a practical 
framework to reflect on this possible synergy, and 
consider possible strategies for implementation.

Keywords: Community theatre training, Somatic 
education, Feldenkrais Method, Awareness Through 
Movement.

Introduction

”Action is the only 
comprehensible ground for human 
existence and, since the arts 
reflect our understanding of 
existence, Feldenkrais is equally 
as relevant to the arts as to 
life”. (Purcell 1990: 44)

This article is concerned with linking the two 
activities I am currently pioneering in the context 
of theatre training in Portugal. I propose to look 
at the ways in which Community Theatre and 
Feldenkrais are complimentary practices which 
provide potentially illuminating observations 

on the aims of both approaches, with particular 
emphasis being placed on the relationship of the 
individual to group practice. The question is then 
how to approach the association of these two quite 
separate philosophies in practice.
Underlying the practice of community theatre, 
there is a belief that the arts can be accessible 
and demystified for all to enjoy and participate 
in, and this is a belief I share in relation to the 
Feldenkrais Method. Both are connected to the 
fulfilment of potential and improvement of quality 
of life. Following these apparently separate training 
activities during this last academic year I became 
interested in how the Feldenkrais Method could be 
applied in training community artists.
In the first part of the article I will deal with the 
Feldenkrais Method (FM) as a tool for creating 
the time and space in which something (learning 
on some level) can happen. I will consider the 
FM as a practical way of arriving at a state in 
which we can start to appreciate ourselves and 
others in the present moment, which then has a 
ripple effect outwards into the quality of group 
work. This has already been tested and explored 
in the area of theatre and dance performance 
resulting in such improvements as; “Awareness of 
balance, your relationship with gravity, skeletal 
awareness and breathing, (which) give you the 
space required to find economical movement 
and freedom in your thinking, which in turn allow 
you to come closer to direct experience of what 
it is to exist in a theatrical environment.”(Dawson 
2008: 1) Nevertheless it has not been applied to 
the specific context of community theatre training 
which requires the development of another skill set 
entirely.
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in the “we”. Indeed I still have this difficulty when 
giving ATM classes supposedly given in the ‘you’ 
form and for a very specific reason: the leader is, 
in principle, speaking directly to the one system/
organism which is the individual (the “you”) so 
“you” lift your arm, which is of course different to 
the sensation or process of “us” lifting our arms. 
In the end, I think, it is a matter of order. Once I 
can feel myself lifting my arm I can then feel how 
we lift our arms together and how I am part of 
that collective action. Feldenkrais himself asserts 
that “We are not alone…the relations between 
us and other people, the objects we make use 
and play with, the entire social world improves 
our physiology” (1985: 192). This is a relevant 
connection, relating Feldenkrais to the creative 
theatre arts, particularly in this context of the 
community where the individual (the personal) 
and his/her relationships in society (interpersonal) 
are often the focus and offer material for making 
performance.
So the ATM is an individual activity experienced in 
a group, working between the interior sensation 
and the outer physical experience. Each person is 
treated as an individual whose personal limitation, 
rhythms, reactions and ways of learning are 
accepted as valid. It is a practice of inclusion, 
acceptance and questioning. This is clearly 
common ground applicable to making theatre in 
groups, specifically in specific contexts. In order 
to make explicit the fundamental connections 
that FM and community theatre practices share 
and that create conditions in which personal and 
group development is possible we can refer to the 
CLEAR model of participation (Lawrence & Gerry 
2006: 539-61), which gives the conditions for active 

In the second part of the article I will present 
the two practical experiences I had this year with 
the students and practitioners connected to the 
postgraduate course in Theatre and the Community 
at ESMAE as practical research material. I will cross 
reference these experiences of the Feldenkrais 
Method with the principles and practices taught 
on the postgraduate programme. Finally I will 
summarize with an appreciation of the differences 
and contradictions inherent in this possible cross 
fertilization.

In Theory…
In my experience, in the context of theatre training, 
The Feldenkrais Method, although primarily an 
individual activity promoting an attention to the 
self and an awareness of internal pattern and 
processes, is best experienced in groups. There 
are two manners of practicing the method: a) 
Awareness Through Movement (ATM) sessions led 
verbally in group situations that follow a sequence 
of simple movements, focusing on personal 
experience rather than attaining a specific goal, 
and becoming aware of habits and the emergence 
of new possibilities; b) Functional Integration 
(FI) sessions are given individually, working 
through physical contact and addressing specific 
characteristics or difficulties and as such is not 
dealt with in this article.
I have always favoured the ATM style, as I come 
from a theatre background where “we” engage 
in a series of activities that help “us” articulate, 
order and express “our” perceptions of the world 
around “us”. Theatre is a collective activity which 
recognizes the role and importance the individual 
plays in the creative dynamic. Thus I am grounded 
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Asked (concerns the possibility for participants to 
be included and consulted); This attention to the 
specific experience of each individual corresponds 
to an attitude of acceptance, primarily in terms of 
self but also of others. Understanding that there 
are a variety of different experiences and abilities 
in the room, and that this sense of being the same 
and different is a normal phenomenon, is a notion 
at the heart of the FM. Being asked to articulate 
and value your own experience, to be at ease 
with yourself; accepting your limitations, giving 
up unnecessary effort, and letting ambition take 
a back seat are all fundamental to the learning 
experience within the FM.

Respond (to be relevant and useful in the specific 
context of the participant); In FM we promote 
choice, exploring possibilities, to be able to 
understand that at any one moment we have 
options, looking for alternative pathways and 
opening up new possibilities and preferences. In 
simple movement terms you can always go further, 
you can always come back, or you can stop (or 
start again), and these options can be applied 
on many levels and in personal life situations. 
Understanding choice and being able to choose 
from a range of possibilities in any one moment is 
directly applicable and relevant to other areas of 
personal behaviour or functioning in society.

One final principle, in terms of relevance, is 
worth noting in terms both of FM and community 
practice is change. Both activities are concerned 
with noticing and integrating change and with 
providing space and time to assimilate them into 
the system. On the one hand FM is exploring a 

participation in community contexts as; Can, Like 
Enabled Asked and Responded. This model is useful 
as a way to illustrate the very specific connections 
to the principles inherent within Feldenkrais 
practice.

Can (to be able to, or to have the capacity to 
participate); corresponds to ease in the FM. The 
movements proposed are easy and comfortable, 
adapted to the possibilities of the specific 
participants and inclusive of their reactions 
and experiences. In an ATM you are promoting 
awareness through practical experience, a focus 
on the present moment and the way in which we 
can focus on executing simple movements with 
attention.

Like (centres around issues of interest, comfort 
and belonging); In the FM the focus is often on the 
playful - to find what is enjoyable and pleasant as 
a way of promoting interest without effort, which 
happens when we play. Going slowly, at a speed 
that allows you to pay attention to all the parts 
involved in an action, connecting breathing and 
looking and listening, asking questions as a process 
and attention to improvement of quality is a focus, 
makes the difficult easy and easy elegant in a 
playful and pleasurable way.

Enabled (participation to be possible and to take 
place in adequate conditions); The experience of 
Feldenkrais through a practice of thinking, feeling, 
sensing and doing, promotes an awareness of self 
or autonomy which is, for many, an empowering 
experience giving people a sense of control over 
themselves, their actions and thus their lives.
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somatic practice which promotes a personal and 
individual awareness and space for change and 
on the other hand an application of theatre in 
specific contexts has a commitment to a belief that 
theatre and the arts can have a significant benefit 
to social development. This indeed leads us into 
the wider topic of transformation which happens 
over time and has further impact on life and the 
world around us. The connection here hinges on 
the question of transformation of the individual 
and then how this manifests itself moving out to 
the social and the community, and vice versa. This 
eventually leads us to questions about the role of 
the artist in society and this is a more expansive 
theme on which I will not elaborate here, but if 
the assertion that transformation (of self or of 
society) begins with the individual then it seems 
to me that the Feldenkrais method could be a tool 
for the initiation of this process of change and 
transformation that community arts also seeks to 
address. 
The connection between these elements or 
principles inherent in FM can thus be easily 
transferred and understood as fundamental to 
the practice of community theatre. It is with this 
thinking and conviction that I set up two, quite 
separate practical group experiences of the 
Feldenkrais Method within the first edition of the 
Postgraduate study programme in Theatre and 
the Community at ESMAE between February and 
July 2014 both within the conditions of CLEAR 
participation.

…And Practice
In order to explore this possible exchange 
between the Feldenkrais Method and Community 

Theatre practice I carried out two studies under 
quite different conditions. The first experience 
was conducted as part of a day-long workshop 
introducing the principles and practice of devising 
theatre with different groups. The second was a 
shorter evening session dedicated to the practice 
and reflection on the potential for FM in arts and 
community contexts. As such the descriptions and 
results (and reflections) are presented in a slightly 
different manner. In the first experience I collected 
comments and impressions in the short feedback 
session after the ATM and subsequently reflected 
on this and in the second experience the results 
and reflections happened simultaneously.
In the first workshop experienced by students on 
the postgraduate course we considered a range 
of techniques and approaches when applying 
theatre to community contexts. I chose to include 
a forty-minute introduction to Awareness Through 
Movement as part of a session on devising 
methodology. This initial proposal focused upon 
making the concrete connection between the 
individual´s state of awareness and the quality of 
the subsequent shared experience which is at the 
heart of learning in general and also in theatre 
specifically.
Towards the end of the semester I invited the same 
community theatre students to join with a series 
of community theatre teachers and practitioners 
with differing experiences of the Feldenkrais 
Method to an open experimental ATM session 
which I orientated around a series of pertinent 
issues, relating to the principles and practices we 
had studied along the semester. In the second 
part of the session the participants were invited 
to reflect on the use and applicability of the FM 
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in community contexts, both for practitioners and 
participants.
After each session through group discussion 
each participant was invited to comment of his/
her experience and how there may be a relation 
between this experience and the realities of 
working in community theatre contexts. This 
practice at the start and end of the postgraduate 
semester served as a frame for my research and 
reflection on the possible applications of the FM in 
training community theatre practitioners.

Exploration I 
Escola Superior de Musica e Artes do Espectáculo 
(ESMAE), Porto Portugal. 
8/3/2014 

Context; 
As part of the introductory phase of the 
Postgraduate course in Theatre and Community 
at ESMAE I led a day workshop with my colleague 
Hugo Cruz based around the following themes; 
devising, starting points for group work, self-
awareness, personal skills, profiling the community 
theatre practitioner.

During the morning session we looked at the 
question of how to start and more specifically - 
What is devising theatre in a community context?
Applying the key and familiar concepts as 
engagement through play, being active, at ease, 
having fun, participating, building trust, confidence, 
and a sense of achievement the morning workshop 
formed a base for subsequent discussion. First we 
do (play games), then we talk. Discussion is then 
based on an experience that we have together - on 

a collective experience. To further contextualize 
the games we played were simple ball games, 
becoming ever more complicated followed by 
crossing the circle (torpedoes) developed into 
simple improvisation exercises. The objective 
being to show how we can start to devise theatre 
from games, moving from the simple towards the 
complex.

To summarize I asked the question; 
What was interesting for you in the games we 
played?
Some of the pertinent answers, which are relevant 
to the FM included; (I have used italics to stress 
connections)

• How we feel/see stories and patterns 
emerging. 
• Seeing the possibilities for improvisation to 
develop from a simple game which is easy to 
play. 
• What is this to listen to what we feel like 
doing and act upon it?
• Interest in the energy of the ball (a shared 
object that we are following or serving).
• What would we do if... strategies for 
including people with more difficulty.
• Deconstruction of the game, breaking down 
into stages of difficulty and levels of play.
• Spontaneity and its connection to creativity.
• Play and playing, taking pleasure.
• Doing first rather than talking.
• How we started (by throwing ball...a silent 
invitation to join in… giving choice). 

This preparation served as a way of starting to 
connect the (FM) practice of self-awareness and 
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learning with that of creativity and the good 
practices of collective theatre.
Continuing this line of thought, before the lunch 
break I made a short introduction to some of the 
considerations of devising in community contexts 
noting in passing that devising is “eclectic in 
that anything is valid and can be incorporated. It 
requires “ innovation, invention, imagination and 
risk” (Oddey 2003: 2). Each process is unique and 
can be tailored to any context. It is practiced and 
based on lived experience, or doing. It is indeed 
an embodied approach. Lastly it is collective in its 
nature, promoting the ensemble, the “us”, which 
eventually includes the public/audience in the 
moment of sharing (or theatre). It is interesting 
to note that the creative practice of allowing a 
piece to emerge rather than imposing an expected 
outcome is directly related to processes inherent in 
the FM. This connection has been made and directly 
referred to by theatre teacher and movement coach 
Cristian Darley: “The wonderful thing about (the 
Alexander and) Feldenkrais Method is that they 
don’t ask you to ask “what is right” but they ask you 
“what can happen” (2009: 31).
In the afternoon we changed the focus towards the 
question - How can we take a moment to look at, 
appreciate and listen to ourselves and what value 
does that have?
The aim of the ATM session was to create the 
conditions in which we could be present in order 
to start to appreciate and reflect on our qualities 
and abilities in relation to the specific role of the 
theatre practitioner.
We started with an ATM (Awareness through 
Movement) session aiming to promote a connection 
with the inner listening in order to respond more 

attentively/deeply/genuinely to the questions 
posed in the second part of the afternoon. The four 
components involved in any action – “movement, 
sensation, feeling and thought” (Feldenkrais, 1072: 
10) are inherent in the practice, often presented 
in the form of physical puzzles, coordinated 
movements that become more complex as the 
session progresses. This session specifically dealt 
with opening and closing the body around the 2 
centres (sternum and pelvis) which can lead to a 
better sense of personal habits of over extension 
or flexion.

Results;
In the session I gave, the students were invited to 
take a rest and participate if they wanted to. My 
objectives in leading the session were made clear, 
as a way of sharing my practice and research in FM 
with the new students and as a practical way of 
introducing some of the pedagogic principles which 
can be applied to theatre practice. Interestingly 
my colleague and coworker fell asleep in this his 
first session ever, which I noted as a great sign of 
success, noticing fatigue and the importance of 
resting when necessary being an integral theme in 
the work. He subsequently became a big fan with a 
desire to follow subsequent sessions, I suspect as a 
result of the appreciation of the “applications” for 
his own professional work in community contexts. 
Another participant, who is always very busy with 
other people and family, became fascinated with 
the opportunity to have a moment to feel and think 
about herself and again afterwards sought out 
further sessions, recently proposing an experience 
with the group of young people she works with in a 
local theatre group.
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The difficulties experienced by this group in the 
first session were of 

• Aloneness and concentration on self, for 
the length of time (30/40 minutes)
• Dealing with choice
• Measuring and appreciating differences
• Understanding implications

And the advantages they noted were
• Feeling of well being
• Reducing tension
• Having a moment for yourself
• Paying attention to details
• Having a choice

Reflections;
 A first introduction to the Feldenkrais Method 
is always difficult as there are so many facets 
to introduce and comment on and one person´s 
interest may be sparked by one way of thinking, 
or perspective and another person by another. 
For example one person may become interested 
in the idea of doing less, s/he may have already 
felt that s/he is generally or habitually doing too 
much and this permission to do less or not do 
at all can therefore be a revelation. For another 
this idea may be extremely uncomfortable but on 
the other hand the result of alleviating back pain 
may lead to a different interest. The FM is a way 
of learning ”through and with your body…..to stop 
doing things that cause you pain” (Strauch 1996: 
1). Both reactions are valid and resonant with the 
topic of self-help, applicable to personal (or social) 
situations and resolution of conflict.
It is part of the process of the FM that each 
participant has a different experience, depending 

on his or her patterns, habits, interest and internal 
reactions. This can also be difficult to manage after 
the first sessions as there is no right or wrong 
“effect”, only an experience. The articulation of this 
embodied experience is also not so common and 
this again takes time to start this process. Many of 
the principles of the method are working against 
a received culture of effort and over-ambition 
and for this reason the first classes can seem very 
strange. I estimate that it takes around 6 classes 
to introduce the method and for the participant 
to begin to have a notion of the potential it offers. 
Often the method is introduced in a weekend or 3 
day workshop maybe for this reason. It is important 
that the participant must choose to come (not 
have an obligation) based on the premise that “the 
ability to learn is synonymous with free choice and 
free will” (Feldenkrais 1981: 44) and also that after 
the first experience he or she must choose to come 
back! This means that there is something in the 
first session that interests the participant enough 
to continue. Again a direct connection can be made 
to community theatre groups which are made up 
of people who choose to come and then have an 
experience which causes him or her to choose to 
come back!
I noted the effects in the group work and 
discussion that followed. After a break we 
continued with a session of contemplation and 
sharing of individual qualities and competences 
in relation to the profile of a theatre community 
arts worker and I noticed a calmness and focus in 
the room that I propose was made possible by the 
Awareness Through Movement session. Some things 
are not provable but sensed, and in the arts in 
general, theatre specifically and when working with 
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specific community groups this ability to sense, 
listen, shift and adapt which is at the heart of the 
Feldenkrais Method is one of the most important 
qualities (competences) for the practitioner which 
I propose could be developed through the contact 
with this practice.
A particularly interesting comment after the day 
was that: “Claire teaches us to speak with the 
body” (participant). This understanding (again of 
utmost importance for the community theatre 
worker) of how much we communicate through 
non-verbal means and that we could learn 
somehow to harness and utilize this sensibility 
of communication, sensing, speaking and feeling 
through other means available to us, is for me 
what the Feldenkrais Method makes clear. As Samy 
Molcho comments “Every inner movement, feeling, 
emotion or desire expresses itself through our 
body. What we call body language is our expression 
of inner movement.” (http://www.tanzlicht.ch)

Experience II  
Escola Superior de Musica e Artes do Espectáculo, 
Porto Portugal. 
17/6/2014 

Context; 
At the end of the postgraduate training I led 
an open Awareness Through Movement session 
focusing specifically on the connection between 
the Feldenkrais Method and its potential for 
Community Theatre practitioners and practice.
This session was not obligatory or part of the 
course but participants were invited to collaborate 
in a moment of my personal practical research, at 
a time of the regular class in order to make the 

possibility easy and comfortable. With teachers, 
practitioners, ex-students and students there were 
12 people in all from different disciplines with no 
particular connection but with curiosity for the 
subject - in fact ideal conditions for learning.
Indeed the workshop and subsequent conversation 
was a very rich experience. There were some 
participants who had experience of one or two 
ATM sessions and others who had been following 
the work for a couple of years. I was honoured 
and humbled by the fact that such a group of 
people had come together on a Tuesday evening 
to practice and talk about the potential for the 
Feldenkrais Method in the context of community 
theatre work and the evening was a very pleasant 
and rich experience because of the vast variety 
and interest of the group. The group also came 
from a variety of European cultures (I have found 
this makes a difference in terms of educational 
culture, responses and references). We spoke both 
Portuguese and English in the session which is 
normal practice in this context.
The ATM session focused on the feet initially 
(far away from the brain) and passing through 
variations on flexing and extending the feet 
whereby a connection is made up through the leg 
and into the pelvis, and subsequently up along 
the rest of the back and spine. In the session I 
included a kind of verbal orientation to bring the 
participants attention to the topics and themes, 
already here elaborated.
I spoke of the easy and lazy way of doing the 
movements, as though we were on the beach, of 
moving slowly and advancing at your own pace, of 
finding the easy and pleasant in the movement. I 
spoke of accepting your own possibilities and being 
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interested in this, of the relation between reducing 
ambition and having fun.  I spoke sometimes 
of bringing attention to certain things, parts of 
yourself in contact with the floor, of eliminating 
excess tension, of finding alternative pathways, of 
seeing the same movement from various points 
of view, of understanding there are as many ways 
of doing as there are people in the room. And, 
of course, I invited the participants to feel what 
changes; in the breath, or in the sense of oneself, 
or in the way that the personal feels their state 
changing along the progress of the session.

Results and reflections;
Immediately after articulating effects (quick 
responses whilst still standing), people felt the 
reorganization over the feet strongly, the sense of 
improved breathing, the connection up the legs 
to the lower back, hips and pelvis. The sense of 
relaxation and calm.
When we sat down to continue the conversation 
with the idea of conversing further on the subject 
no one needed a break, everyone seemed to 
follow this transition quite naturally and with 
ease. I began by suggesting that we look for 
connections between this (quite individual work) 
and the work of the people in the room in the 
context of community theatre (the theme of the 
conversation.) I proposed that it had 2 lines of 
possibility. One is the use of the work in training 
and for the practitioner (the participants were all 
in this category), and the other is the possibility 
for the application of the method in some form in 
community contexts themselves. The conversation 
was based on observations with this orientation, 
and manifested itself in a mixture of feedback and 

collective reflection which I have summarized here.
As we sat we understood that we had become 
a group through the experience of making this 
session together. That we had all been on the same 
journey even though each in his individual way had  
“set up the people on the same level” That we had 
created a commonality which made it “easier to 
then do something together”.
That we were at ease and something could happen 
(in this case a focused discussion on a common 
theme). The effects related to objectives when 
working with groups in general, that this work 
could be done “anywhere with anyone” and that it 
“promotes autonomy”. 
That this had become a space in which we had 
accepted our differences and accepted our 
shortcomings, and that the doing the same thing 
together has a powerful “warm up” possibility. 
Someone spoke of that effect as “receptive to 
receive” and another mentioned the possibility of 
the work being used as a way of creating a “non-
conflictual or collaborative atmosphere”.
We spoke of breathing and also the idea that when 
we were focused on the feet in fact many things 
were happening – a kind of a pretext for something 
else to happen.
The space to experiment and experience with the 
acceptance of error was noted as a particularity of 
the work which is directly applicable to the work 
with others. Indeed the FM has been advocated as 
a “safe place to practice the unknown” (Questel, 
2002: 14) as much in creative contexts as in daily 
life.
The non-judgmental aspect of the work was noted, 
which means that you can accept yourself as you 
are, and notice how you actually are is directly 
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transferrable then to the “other” so the all different 
all equal (or valid) ethos is more easy to connect to 
from the inside outwards. 
Using the idea of organizing yourself first so then 
you can then attend to the others, as you do 
in case of emergency on a plane! In effect this 
moves you (your “self”) out of the way and allows 
a possibility. This is described as “Being aware in 
general of what is going on around you and inside 
you at the same time, as a definition of being 
present and attentive to yourself and others”.
(Purcell, 1990: 42)
Another participant, who has been practicing and 
thinking about the Method with me for a number 
of years, spoke at length about the possibilities 
for “listening to yourself in a genuine way and the 
constant discovery that comes from that listening”. 
The understanding that we have “other possibilities 
of being and still be ourselves” is interesting in 
terms of creating a safe space for change, whether 
this be changes in behaviours, habits or opinions.
We spoke also of the revelatory nature of the work, 
that you touch something true about yourself that 
at certain moments you meet yourself in the work 
and again have the possibility to accept a new 
image of yourself. The experience might even be 
seen, then, as a rehearsal for change, which is at 
the heart of revolutionary theatre as defined by 
both Brecht and Boal. In a Skype interview with 
Edit Scher (Argentina) she described theatre not 
as a tool but as “a way in itself – of change” and 
promoted art “as a way of showing people choice, 
to see other pathways”.
The connection with the genuine response and the 
acceptance of that response (boredom, tiredness, 
ambition, interest, frustration, discovery for 

example) is an important part of this work and 
also leads to a more dynamic connection with real 
feelings and responses which is important when we 
are searching for ways to make real and genuine 
connections with others, in a creative, social and 
human way. 
And finally we spoke also of some of the possible 
applications; I had spoken of women’s groups 
in relation to the issue of empowerment, and 
the possibilities for elderly groups in terms of 
improving movement quality, ease and flexibility, 
as possible contexts in which I could see this 
work having value and pertinence. Someone 
also proposed that I experiment with her theatre 
group of young people. We pondered on the 
applications for young people and children and 
the transformation of the exercises into games or 
imaginative journeys was proposed, for example 
using animal references, as in the work of 
Stephen Rosenholtz (feldenkraisresources.com) 
One proposal was that we experiment a session 
with live music (flute), and I think this could be 
interesting if we were to take the work forward as a 
base for a creative exploration.

Conclusions
For me the connections for working in community 
contexts are made very clear and the second 
session in particular serves as evidence that the 
links can be made by practitioners involved in 
the area of community arts in an immediate and 
direct manner. Teaching sessions in the Feldenkrais 
Method and applying somatic philosophies to the 
process of opening to the specific considerations 
of learning to be a community theatre practitioner; 
developing the ability to think, feel, sense and act, 
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and deepen communication skills in the areas 
of attention and listening, are also evident in 
this study. Fundamentally there is an interest in 
affecting the quality of life and both disciplines are 
concentrated on the human being and the ongoing 
development of (a) humanity. Many Feldenkrais 
practitioners share the Feldenkrais quote which 
asserts that “Movement is life. Life is a process. 
Improve the quality of the process and you improve 
the quality of life itself.”, and this has resonance 
with Micaela Miranda´s assertion that: theatre is a 
training for life and, for me, life is more important 
than theatre (my translation 19/06/2014).

Discussion and future directions;
Whilst recognizing the exciting potential for 
inclusion of the Feldenkrais approach in processes 
of applied theatre, I would not, however, wish to 
suggest that its integration is without difficulty. 
The following are specific areas of concern that I 
identified through this study and would need to 
be carefully negotiated and considered before 
attempting a Feldenkrais approach to Community 
Theatre;

1 Accessibility;
The problem is often how to present the FM in 
a form and a language that can be accessible, 
applicable and comprehensible and at the same 
time retain its internal logic and value.
The Feldenkrais Method in its pure form requires a 
certain personal commitment and focus. This raises 
questions about the accessibility of Feldenkrais. 
How could the Feldenkrais be made accessible and 
adapted for a more general public? Or maybe a 
better question would be how can it be applied to 

the demands of a specific group? 
But it is necessary to maintain the essence of 
the work, which is both self-revelatory and, by its 
nature, challenging. We are concerned with ease 
not only the easy. This is the confusion between 
easy and ease. Again, as a parallel, many of the 
issues treated in community contexts are not easy 
to approach or resolve but if we are searching for 
a safe way to explore and discuss issues in a group 
setting we must make some conditions in which 
exploration of inherent issues can take place. As we 
know from Feldenkrais teachings for this to happen 
it is essential that the participants are not hungry 
cold or in fear. But in many contexts this is often 
the case. How then to find ease in a situation which 
is not easy?

2 Choice (?) 
As we heard in the workshop on Theatre of 
the Oppressed with Barbara Santos (26/5/14), 
some people do not have choice (on a political 
or personal level) and this also the case of the 
young people involved in the Freedom Theatre in 
Palestine. Is choice an illusion or are we simply 
speaking of realistic choices? The Theatre of the 
Oppressed model is set up to discuss realistic 
possibilities or concrete options to resolving 
communal and socio-political problems just as 
the FM is involved with the learning of options for 
solving personal puzzles.

3 Adaptation;
There is also the use of language and cultural 
references to consider. It is necessary to be careful 
to adapt language to specific contexts. I remember 
being in an ATM session in which the (student) 



Persona #3 93

leader spoke of the “safety of feeling at home”. 
After the session a participant commented that 
home is not a safe place for some people. So we 
must be careful with our own conceptions and 
preconceptions when using images to facilitate the 
work, especially when working with people who 
do not share the same references, experiences, 
cultures or backgrounds as ourselves. 

In conclusion it is worth considering that since 
there is not much tradition of research into this 
area of the application of FM to community arts 
practice, the integration of FM within community 
theatre methodologies is breaking new ground in 
this field.
In terms of theatre training the FM is commonly 
used in theatre schools in Britain, and elsewhere, 
as is exemplified by Kene Igweonu´s study of the 
Feldenkrais method in performer training (https://
www.heacademy.ac.uk/Feldenkrais-method-in-
performer-training.pdf ) but this is not the case in 
Portugal (with the exception of my own application 
at ESMAE). More specifically, in this special area of 
interest concerning complementary practices of 
individual and group development there is as yet 
little study and thus inherent in this article are the 
seeds of further investigation.
In considering ways in which the rich content 
of the Feldenkrais methodology and theoretical 
framework can be adapted to different contexts it 
becomes clear that the next step is to investigate 
the situation from another perspective, leaving the 
rather privileged position within the postgraduate 
training programme at the theatre arts school, and 
turning the subject round to see from the outside 
inwards. If “ inward presence is the ability to be 

present with oneself and outward presence is the 
ability to manifest action in the world” (Purcell 
1990: 43) then to understand how best to present 
and approach the FM in varied contexts, and its use 
and contribution to the work of creative theatre 
practice within specific situations would serve 
both disciplines in their ultimate aim, “to live and 
perform well and to act with necessary meaning” 
(Idem).
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