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Abstract

The role of the body in theatrical art has long been recognized
as a primary instrument through which actors express inner states
via physical movement. Contemporary theatre practice, however,
emphasizes a deeper understanding of how bodily awareness can
become a source of creative transformation. The Feldenkrais Method,
developed by Moshe Feldenkrais, addresses this need through
two core components: Awareness Through Movement (ATM) and
Functional Integration (Fl). Both approaches aim to harmonize
physical movement with psycho-emotional states, offering critical
benefits for actors’ physical and psychological preparation.

A central value of the Feldenkrais Method is its conceptualization
of the body not merely as a biological mechanism, but as a
platform of consciousness that continuously adapts and integrates
new experiences. This approach transcends traditional physical
exercises, focusing on awareness development. Kampe describes
Feldenkrais as a complex resource that fosters not only physical but
also emotional and creative self-awareness, making it especially
effective for performers.

The ATM module typically involves group practice, creating
a shared experience where participants simultaneously develop
flexibility and conscious movement. Such group exercises enhance
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improvisational skills and collaborative interaction, vital for acting.
Nelson and Blades-Zeller highlight that integrating Feldenkrais in
voice work demonstrates improved harmony between movement and
vocal control, expanding the actor’s expressive range.

The FI module is individual and tailored, addressing personal
needs and physical limitations. This is particularly important for
actors, as personal injuries or muscular tension often impede full
physical expression. Igweonu’s research confirms that individualized
Feldenkrais practice successfully promotes self-awareness and
releases physical blocks in theatre students.

A key principle of the method is prioritizing movement quality
over physical effort, contrasting traditional theatre exercises that
often emphasize endurance. Elgelid and Kresge note that this
focus on harmonious movement and conscious control represents
Feldenkrais’s main innovation.

Integration of breath and voice is essential for organic role
performance. Kelton emphasizes that ATM exercises, designed
around breath and movement, are particularly beneficial for voice
work, enabling actors to manage vocal expression while conveying
emotional states authentically. Furthermore, Feldenkrais promotes
creative freedom and spontaneity, essential in contemporary
performance contexts (Rahir).

For actors, the body is a carrier of emotions. Feldenkrais
practices link conscious movement to emotional intensity, ensuring
that physical actions reflect inner experience. Sholl asserts that
such practice fosters the connection between body and creative
expression, enabling the development of a ,physical narrative“ on
stage.

Incorporating Feldenkrais theoretically and practically into actor
training demonstrates its universality. Chambers-Ozasky found that
using the method increased both physical freedom and creative
discipline in students, directly benefiting their performance work. The
combination of ATM and Fl creates a unique synthesis of group and
individual practices, allowing actors to develop flexibility, movement
awareness, and overcome personal challenges.

Integrating psychophysical exercises into actor training is a
critical challenge in contemporary pedagogy. Theatre education
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today requires systems that support bodily freedom, psychological
stability, and creative self-expression. Psychophysical practices
expand awareness, enabling students to work with internal barriers
and gradually gain inner freedom. Batzoglou’s experimental studies
highlight the effectiveness of integrated approaches, which address
emotional, physical, and intellectual components simultaneously,
facilitating organic stage presence.

Such exercises also foster emotional intelligence, a core skill for
actors. Corwin emphasizes that actor training methods like Meisner’s
focus on responding to partners’ emotional reactions, underlining
the need for psychophysical integration in curricula. The Alexander
Technique further complements Feldenkrais, enhancing control over
body dynamics and mitigating stress and fatigue (Kildow).

Psychophysical practices can also adapt to virtual and digital
learning environments, as Larimer notes, requiring only internal
concentration rather than physical co-presence. Ethical and mental
health considerations further justify their integration, with Leeman
highlighting the often-overlooked importance of psychological well-
being in high-pressure training environments.

Beyond theatre, these approaches are effective across artistic
disciplines. Noulis demonstrates how Feldenkrais and Rolfing
enhance musical performance, confirming their universality.
Meditation and consciousness-focused exercises enrich the training,
improving concentration and enabling internal transformation (Page).

In conclusion, integrating Feldenkrais and psychophysical
exercises into actor training is a complex, multi-layered process
addressing technical, psychological, ethical, and philosophical
demands of contemporary theatre education. These methods
transform actor preparation from a synthesis of text and movement
into a holistic process of personal and creative transformation.
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