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The memory/feeling/physical body:  

a study in creative practice 

by Kate Hunter 

 

ABSTRACT 
 

How might neuroscience offer us useful frameworks for artistic dialogue about 

performance-making and the body? In this paper I describe the intersection of my 

creative practice and academic research, which incorporates neuroscientific principles 

of embodied cognition to articulate the process of theatrical devising. In doing so, I 

examine the histories, influences and methodologies that have led me to my current 

pursuits. Based on movement improvisation, theatrical composition and physical 

training techniques, my research focuses specific attention on the ordering, 

remembering and incorporating of material, and examines the visceral and 

physiological processes are occurring in the process of undertaking creative practice. 

Specifically, I present a framework for a devising body that is attentive, alert and 

imaginative, and I align this body with particular qualities that generate powerful 

theatrical material through an attention to memory, image, sense, and environment.  

 

Biography     

 

Kate Hunter is a performance-maker and researcher with a background in physical 

theatre based in Melbourne, Australia. She studied acting at the National Theatre 

Drama School and holds a Bachelor of Arts (Honours Performance Studies) and a 

Graduate Diploma of Movement and Dance from the University of Melbourne. Kate 

is the recipient of an Australian Postgraduate Award and Vice Chancellor’s 

Postgraduate Research Award, enabling her to undertake a PhD in Performance 

Studies at Victoria University, where she is exploring the relationship between 

memory, neuroscience and performance-making. 

 

katehuntertheatre.com 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 2 

The memory/feeling/physical body: 

a study in creative practice 

by Kate Hunter 
 

 

 

My practice as a performance-maker has been influenced by a range of physical 

theatre trainings, teachers and directors, explorations and collaborations over a 

twenty-year span.  

 

In recent years my work has become more focused and specific. The strands of 

theatrical experimentation in my solo work, study of movement methods, and 

physical theatre technique has fostered an attention to the relationship between 

memory and devising as a method of making performance. In addition, I have long 

held an interest in the body and its functions, including the brain, and am fascinated 

by the insights neuroscience is offering into learning, memory and embodied 

experience.  I am deeply curious about this confluence of interests. My research is a 

grounding and articulation of my experience during the actual moments of imagining, 

improvising - and then remembering in performance. 

 

After many years working as a freelance artist with an established creative practice, I 

commenced a practice-based PhD at Victoria University in 2009.  I wished to 

investigate the practical and theoretical concerns of my own performance-making 

practice and the way memory plays a role in the creation, exploration and engagement 

with theatrical material. I also wanted to examine my creative process through the 

lens of neuroscience, by focussing more intently on image, recall, and embodied 

scores in my improvisation and devising practices, and through the creation of a live 

performance piece. I wanted to see if such an approach might provide templates for 

new ways of working, and assist in articulating tacit knowledge. 

 

The practical strands of this research, due to be completed in 2012, are a combination 

of ongoing practices that I maintain in my freelance career, such as regular Suzuki 

Method actor training and solo studio practice, and specific workshops in 

improvisation and physical practice that I have facilitated with a group of research 

participants. These practical strands are structured around the notion of a particular 

kind of body that is aligned with physical theatre devising ⎯ an intuitive, impulsive, 

perceptive body I have entitled the memory/feeling/physical body. 

 

As a practicing artist and a scholar, the creative and the academic aspects of my work 

are inextricably linked.  This paper combines a description of my creative practice 

alongside a narrative of research enquiry. In it I outline my influences to date, with a 

focus on the three training methods of Al Wunder, Anne Bogart, and Tadashi Suzuki.  

I define the memory/feeling/physical body and describe its evolving materialization in 

my work. I explain my current inquiry by examining a key creative practice of 

composition through a specific neuroscientific lens, and I conclude with implications 

for pedagogy, practice, and training. 
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My body and how it got here 

My key practice is in physical devising. Devising is a contemporary form of creating 

performance which does not follow the convention of a pre-written script to be 

performed by actors. Instead, it describes a series of practical and/or physical 

improvisations that performers explore in response to a theme or provocation. As the 

devising process generates material, the performance-maker builds a series of scenes 

and scenarios that are storyboarded, layered, juxtaposed and exchanged to reveal the 

narrative. Physical improvisations are carried out on the studio floor in the first 

instance rather than written down or spoken about, thus eliciting responses of an 

impulsive and spontaneous nature. Consequently, performers inadvertently draw on 

their own memories and experiences (directly or indirectly) because conscious 

planning of theatrical content is bypassed.  
 

In their book Making a Performance: Devising Histories and Contemporary 

Practices, Emma Govan, Helen Nicholson and Katie Normington state that devising 

came about in direct opposition to the Stanislavski method, through the mime work of 

Jacques Copeau, Etienne Decroux and Jacques Lecoq, and the somatic approach of 

practitioners like Jerzy Grotowski (159–160). As a metaphor for the bodily 

experience of the physical performer, they use Maurice Merleau-Ponty’s comparison 

of the body in the world to a heart dwelling in an organism: that is, the body is a 

living, vital component of the world. For a physical performer, therefore, the locus of 

experience is centred in the body, and bodily experience is to be regarded as the site 

of meaning. The authors draw on Merleau-Ponty’s notion of the experienced body to 

highlight the importance of the physical experience in the contemporary devisor: that 

‘This perceiving and experiencing body is central to the concerns of many physical 

performance-makers, and leads to an emphasis on the importance of the process of 

creating work rather than the product’ (159).  They describe a number of 

practitioners’ processes to demonstrate this notion to conclude that the experienced 

body in this context is nonetheless an integrated body: as memories and experiences 

make their mark on a person through their life, the body accrues a ‘lived history’. The 

authors cite Lloyd Newson from British physical theatre company DV8 (in turn 

prompted by methods used by dance-theatre maker Pina Bausch), who describes his 

performers’ experience of devising as an ongoing questioning of themselves and their 

own material in rehearsal. They call on Spinoza and Elizabeth Grosz when noting the 

convergence of the neurological and physiological in the integrated body: that ‘the 

sense of a whole body image is of paramount importance to human experience’ (163).  

 

The body has become, and remains, a locus of experience for me. My practice is 

underpinned by the improvisation work of Melbourne teacher Al Wunder, the 

physical training of Japanese theatre director Tadashi Suzuki, and the performance-

making methods of Anne Bogart and SITI Company in New York, all of whom have 

had significant effect on my approach to artistic endeavour and scholarly research. 

 

In the early 1990s I commenced work with Upanunda, a group exploring British 

writer/director Keith Johnstone’s notions of spontaneity in improvisation at Al 

Wunder’s Theatre of the Ordinary (TOTO) studio in Melbourne, Australia. Upanunda 

featured at TOTO’s series of ‘Spontaneous Generation’ events from 1990 to 1994 

with a number of improvised pieces that incorporated eclectic and incongruous props. 

This work was quick, quirky and absurdist, drawing on Johnstone’s inquiry into the 

imaginative world of the unconscious in performance. It was for me the beginning of 



 4 

a move away from my drama-school character-based training towards an intuitive and 

physical experience of creative expression. 

 

I began exploring physical improvisation with theatre company Born In a Taxi at 

corporate and festival events, and in 2005 I became a founding member of the 

company’s extended ensemble The Public Floor. Performances with this group are 

characterized by the bare bones of structure with simple lights that are often 

improvised, and accompanied by a live musician working with electronic loops and 

keyboard who alternates between initiating and following the action on stage. 

Improvised or learnt text is sometimes used. The Public Floor’s rehearsal process is 

part physical training regime, part movement ensemble improvisation. The group uses 

techniques that are heavily influenced by Taxi members’ long association with 

Melbourne’s seminal improvisation teacher Al Wunder.1 In a live improvised public 

performance, the group has to be constantly on the alert. Performers need to be 

simultaneously aware of the entire event as well as small connections and alliances. 

They have to know when to forge ahead and when to give way, when to make quick 

choices, and trust their physical decisions – without always knowing why. Working 

with such a group increased my curiosity about physical improvisation as a method of 

generating theatrical material.  

 

In 2008 I travelled to New York to train with Anne Bogart and SITI Company. Bogart 

is an American theatre director whose techniques in and writings about improvisation, 

devising and neuroscience have resonated with me. Bogart’s Viewpoints method 

employs physical improvisation in an exacting and focused way. Her work draws on, 

and plays with, other disciplines like visual art, dance choreography, music, and 

science as devices to make work that emphasizes stylistic innovation, attention to 

detail, striking visual imagery, and engagement with contemporary ideas in new and 

unusual ways. Bogart often writes of the importance of memory in devising; that ‘The 

act of memory is a physical act and lies at the heart of the art of the theatre. If the 

theatre were a verb, it would be ‘to remember’. Bogart believes artists are ‘living 

conduits’ of human memory; that through theatre we are devising and shaping 

answers to the fundamental questions of who we were and who we might become (A 

Director Prepares 22). 

 

Bogart’s methods explore physicality, memory and remembering in a number of 

ways. She often works ideogrammatically, or with the notion of ‘montage’ as a way 

of moving towards the expressive rather than the descriptive, the lateral over the 

literal. Material is generated in short, compressed moments in time (she calls this 

‘exquisite pressure’)(The Viewpoints Book 73), so the devising is active, 

demonstrative and fluid. Her improvisations are physical responses to provocations 

and little time is spent talking about the work at the initial stage. Her training 

embodies keen listening and a heightened state of readiness at all times. She places 

great emphasis on articulation and metaphor, and the extremely specific use of props 

as key signifiers. A major component of Bogart’s composition work is a recollective 

practice, which pays great attention to salient images, or resonant moments which 

float to the surface after a process of devising, rehearsing, or showing material. This is 

 
1 A score is one or more series of instructions or provocations in an improvisation, and is designed to 

apply structure to a performance while allowing sufficient freedom to improvise within it (Wunder 43). 

Scores can be applied to improvisational performance in solos, duets or large groups and can be vocal, 

physical, spatial or anything in between. 
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a crucial part of the making process, as ‘one’s own body and memory can be the most 

meaningful barometer in the artistic process’ (The Viewpoints Book 122).   Significant 

images that stay with the artist are often the indications of the kernel of meaning in 

the work, the crucial expression, the central question. I continue to use and teach 

Bogart’s methods, and regularly return to her writings about art-making. 

 

Tadashi Suzuki is a theatre director and philosopher who devised a method of actor 

training that is influenced by the medieval Japanese noh theatre, the notion of ‘animal 

energy’, the connection of the feet to the earth and voice to the centre of the body, and 

the confluence of traditional and modern theatre forms (Allain 4). The Suzuki Method 

of Actor Training is a complex and detailed methodology with many formalized 

exercises which are designed undermine the body’s centre of gravity. It is highly 

physical and demanding methodology which develops strength, presence, and vocal 

resonance. Suzuki training relocates the focus of the performer from an imitative 

character-acting approach to a visceral bodily experience where the words speak for 

themselves. Theorist, academic and Suzuki practitioner Paul Allain believes that such 

training ‘attempts to integrate physical and mental systems, to create a ‘body-mind’’ 

(The Art of Stillnes 2). Suzuki himself describes the relationship between mind and 

body in the theatre as fundamental when he states ‘There can be no words spoken that 

are not intimately connected to bodily sensations and rhythms’ (The Way of Acting 5). 

In his article ‘Culture is the Body’, Suzuki argues that that civilization is in fact only 

cultured when it recognizes the importance of the body, and when ‘perceptive and 

expressive’ qualities of the human body are fully manifested (Suzuki as cited in 

Zarilli 1995, 156).  He suggests that the microscope, the telescope, and other 

associated breakthroughs in the technology of sight could never have been developed 

without the bodily process of seeing. According to Suzuki, however, ‘a civilized 

country is not always a ‘cultured’ society’, and such progress has promoted a 

disconnect between physical bodies and our true selves (qtd. in Zarrilli: 157). 

Suzuki’s training, therefore, is an attempt to reconnect performers with their 

fundamental, expressive selves through a rigorous attention to bodily theatre practice. 

The experience of Suzuki training engenders a felt understanding in me. Suzuki’s 

training approach, which attempts to retain movement within stillness, and stillness 

within movement, seems to parallel the investigation in my practice of the stillness of 

memory embodied in the active process of devising.  

 

Suzuki’s interest in the body and the fundamental importance of its 

perceptive/expressive qualities in creating performance align with Bogart’s focus on 

impulsive, physically-generated work. Indeed, both Suzuki’s training method and 

Bogart’s composition practice have a long history of co-existence. Wunder’s 

improvisational philosophy celebrates the impulsive and the intuitive, and celebrates 

the body as a key source of experience. All of these approaches generate quite 

particular perceptive, visceral, recollective and attentive qualities. As touchstones in 

the development of my own method of devising and as providers of an excellent 

physical grounding, these influences were and are paramount. They continue to 

function as key trainings in my creative practice.   

 

In 2000, I began to make and present solo performance, and it was at this stage that, 

alongside the physical approach to devising material, I began to investigate and attend 

to aspects of memory emerging in the style of theatre I was making. Some of these 

aspects of memory were aligned with content: responses to objects that elicited stories 
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or fragments of narrative, for example. Sometimes these stories drew on recollected 

and autobiographical memories. Other aspects were more functional, and revolved 

around placement and structure. I would establish and then repeat a series of spatial 

relationships between my own body and another person, prop, or piece of 

architecture, for example, which required a series of visceral memories to be 

configured and embodied. This more functional aspect of memory nonetheless 

sharpened my senses in the theatre space and provoked unusual and interesting spatial 

choices of body, prop and object. Still other aspects of memory were expressions of 

those profound moments when a long-lost memory is evoked by the smell or taste of 

something in which one literally experiences the moment one recollects. Marcel 

Proust’s gorgeous description of tasting a sweet cake and being transported 

immediately to his ancestral home is a fine example (qtd. in Lehrer: 79). At times, 

when undertaking an impulsive, physical improvisation in the rehearsal space, similar 

experiences were occurring to me. 

 

What began to interest me were the images that were emerging as explicit material in 

performance-making, and the kinds of experiences they could access, for both 

performer and audience. There was a crystallized poignancy about these experiences 

that was compelling to me, and I wanted to find ways of re-creating these seemingly 

fundamental experiences. There was a certain quality to this emerging material that I 

was captivated by ⎯ images were striking and resonant, hanging in the air like 

ghostly markers, held in an ethereal limbo. Certain words or phrases, particular 

gestures, specific sounds would rise to the surface during a studio session, and stick 

around like pesky children for hours or days. I would recall them and incorporate 

them in various ways into the work I was making. I became increasingly curious 

about this powerful and poignant territory, and wanted to explore the relationship 

between memory and the devising experience more closely. I wanted to know how I 

was selecting such material: how it was that some images, some fragments of story, 

some words, some gestures, stayed with me, and others did not? Was it just my body 

that was assisting me with this practice, or was there a more complex arrangement? 

What was happening in my brain in these moments? 

 

I started to form a sense of the memory/feeling/physical body, which drew on my own 

remembered experience in a visceral way. The spontaneous scoring process of 

physical improvisation I was undertaking seemed to elicit surprising recollections and 

juxtapositions of shapes and narratives in this process. In addition, my regular weekly 

training practices fostered an ongoing attention to and awareness of my body and my 

senses in devising and performance. It seemed that the training was cultivating 

perceptive qualities that enlivened the memory/feeling/physical body in rehearsal and 

performance. I wanted to investigate the specificity of these particular qualities in the 

context of memory. I became interested in the ‘heldness’ of a memory ⎯ that 

suspended moment of poignant remembrance ⎯ and its relationship to my body and 

my active devising experience. How could such a relationship be articulated? 

 

 

 

 

 

 

The memory/feeling/physical body, and why I might be wrong 
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I define the memory/feeling/physical as a body in a state of acute listening. It is a body 

that is derived directly from a devisor’s process. It is not just a finely tuned technical 

body like a ballet dancer’s, or a vocally-trained Royal Shakespeare actor’s body, or a 

comic slapstick clown body, although it often incorporates aspects of many 

performance trainings. It is a body that gives attention to intuitive, physical impulses. 

It is a body that works from the ‘inside out’ (Govan, Nicholson and Normington 163).  

 

I propose that there are several specific qualities aligned with the 

memory/feeling/physical body. They are: a sensibility that privileges recollection and 

intuition; a prioritizing of the experiential, the visceral, and the perceptive; a reflective 

and self-questioning approach in devising material; and a specific attention to 

elements of time and space. These qualities are what I am always seeking or attending 

to in my work.  

 

The memory/feeling/physical body enables a reciprocity of relationship, an interactive 

dynamic in which my imaginative world is activated, fed, and informed by images, 

the body, the senses, memory, and environment. Often, when working in the studio 

with a particular attention to this memory/feeling/physical body, curious and very 

satisfying theatrical juxtapositions of physical gestures with text result ⎯ images, 

words or movements I would not consciously have chosen but seem, after the fact, to 

be the perfect choice. These glimpses of memorial and physical synchrony feel 

significant and meaningful to me. They are moments of intimacy and humanity, 

somehow compressed yet at the same time enormous; not contrived or false or trying-

too-hard but real, truthful and resonant. As Bogart describes, ‘Theatre is about 

memory; it is an act of memory and description’ (A Director Prepares 39) ⎯ the very 

process of performing is a re-telling, and in the re-telling new truths are formed. 

Memory in this sense is not reality, but is like a photocopy of a photocopy of a 

photocopy⎯ recollections are transformed through remembering and re-telling. When 

memory and making intersect in this serendipitous fashion, the experience flares 

brilliantly, viscerally, but briefly.  

 

Such a definition is arguably subjective – I have decided and articulated the terms and 

potential qualities of this body, based on my experiences, training practices, and 

knowledge to date. I may be entirely wrong. Such qualities may be peculiar to me 

(although I do not think that they are). There may be other qualities that I have not 

included. I established the parameters, however, in order to provide a framework for 

research. Naming the qualities has enabled me to more clearly identify them, in 

myself and in others, in training and in performance.  

 

 

I am therefore I think: embodying neuroscience in creative practice 

A theory 

Neuroscience holds particular interest in relation to the memory/feeling/physical body 

because it asks questions about how we perceive, remember, and imagine. 

Neuroscience can offer us useful frameworks for artistic dialogue about memory and 

the body, and is changing the way we look at the re-creation of past experiences.  My 

interest in neuroscience is a natural outcome of an ongoing practice of working with 

the whole body. I often speculate about the neural processes that occur when I am 

devising and improvising, particularly when engaging in an exploration of the 

memory/feeling/physical body. How is my brain involved in the production of images, 



 8 

recollections, and sensory information in the moments of creating work with my 

body? How am I choosing material? Could a reading of neuroscience assist me to 

examine my methodology more closely?  

 

Neuroscience is defined as the investigation and study of the central nervous system 

and mental processes.  In mammals, the central nervous system consists of the brain 

and the spinal cord. The study of neuroscience explores realms of human (and animal) 

behaviour, the senses, illness, brain diseases and conditions such as Tourette 

syndrome, autism, and amnesia. Neuroscience is the result of a convergence of 

biological and psychological schools of thought, and in fact it was Sigmund Freud 

himself (who began his career as an anatomist studying nerve cells of the brain) who 

pondered: can there be a physical place where the mind dwells? (Kandel 46).   
 

There are many forms of performance work that use images as stimulation for 

imaginative play, devising techniques and generation of theatrical material. Generally 

such techniques involve summoning an image in one’s ‘mind’s eye’ – a process 

where the performer uses imagination to manifest an image, and then physically 

inhabits it. Other methods might begin with the body: focusing on a feeling, a touch, 

or a sensation and allowing it to manifest through improvisation. Both methods take a 

dualistic stance: the ‘body’ is separate from ‘the mind’.  In my research, I examine the 

notion of ‘images’ as defined by neuroscientist and philosopher Antonio Damasio in 

his book ‘Descartes’ Error: Emotion, Reason and the Human Brain’.  Damasio depicts 

mental images as a shared interaction between the body proper, the brain, and the 

environment (94). might also be considered as ‘recalled images’ (images we more 

conventionally know as remembered images from the past) as well as ‘perceptual 

images’ (images that occur due to direct perception: seeing, feeling, touching in the 

now). Rather than a Cartesian model which situates the body as a secondary tool of 

the mind, he describes a ‘body-minded’ experience where input from all sources feeds 

and creates an image (87). Mental images are not merely visual elements played upon 

the cinema screen of the mind, as many of us imagine and perceive them to be. 

Instead, images take root from imagined experiences, sensory information, feelings, 

and bodily interactions with environments (101).  

 

I was already curious about the complexity of my process of generating theatrical 

material. Damasio’s description of mental images presents a compelling biological 

argument that explained some of the neural underpinnings of my performance 

practice. As I examine this approach to image-making, my theatrical composition 

process has undergone some changes. Where previously I relied heavily on just the 

improvised physical choices that were being made in the moment, I am now 

expanding the work through a reiteration process which is somehow methodical and 

intuitive. 

 

Damasio’s theories have many implications for art-making and creative practices. In 

her paper entitled ‘Embodied Perceptual Practices: Towards an Embrained and 

Embodied Model of Mind for Use in Actor Training and Rehearsal’, Shannon Rose 

Riley applies Damasio’s theories to a rehearsal and performance of a solo play. She 

outlines an approach to physical training (Authentic Movement and Butoh) with 

reference to Damasio’s recalled and perceptual images (14). My research builds on 

this idea by incorporating it into a compositional paradigm. As a devisor, the 
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performance work I make is generated from the devised material itself, rather than a 

text written by a playwright. Content and form is built on what has gone before. 

 

 

A practice 

Currently I am exploring an active combination of perceptual and recalled images to 

create a narrative framework. When I begin work in the studio, I often start by playing 

with a gesture, a shape or a simple movement sequence without any text. It may be in 

response to a theme, an idea, a fragmentary image, a memory. It may not be in 

response to any theme. At times I score the improvisations, providing a simple 

structure to work from, such as ‘lead from the top of the head’ or ‘right toe as primary 

mover’ or ‘attention to gaze: intimate, middle distance or infinite’ or ‘be asymmetrical 

at all times’ or ‘eyes as limb’ or ‘reverse impulse’. Sometimes I work in complete 

darkness for a while, or work with eyes closed, or ‘fishtail’ – cheat with my eyes open 

briefly in order to orient myself in space, or move from one state to the other. At 

times I focus on what feels nice and what is interesting to explore. At other times I 

attend to patterns that have been/are being created in space.  An image may arise 

following a particular gesture, which I may ignore or respond to. I may become bored, 

and if I do I work to maintain or re-generate interest.   

 

As I continue, I build material by choosing to repeat, sustain or develop a particular 

idea. For example, I may choose to explore one gesture further, repeating it, extending 

it, slowing it down, playing with tempo, duration, spatial relationship, and so on. 

Images, texts and movement sequences are gathered and established in this way. 

Particular expressive moments may resonate or stay with me somehow – I will return 

to them again and again.  

 

This research practice is located around my compositional process, where physical 

gesture and choreography, pre-recorded sound and voice, and writing are all brought 

into the mix. An attention to whole-body images has shifted the focus to more and 

more sites of source material. Source material has progressed from physical gestures 

and words to any number of other elements: recalled sound fragments, stark singular 

visual images, a feeling or a touch, a gesture that is repeated, a word used again and 

again, old stories that are real or imagined, family lore which may or may not be real, 

recollections of childhood objects. Conversations, other people’s stories, 

eavesdropped drunken monologues from the neighbour next door, dreams, 

observations, weird personal neuroses and anxieties, are all grist for the mill.  

 

A recent addition to my toolbox is a digital audio recorder. I now record most 

experiences in the studio, which enables me to document that impulsive, intuitive 

state manifested in the memory/feeling/physical body. I can record an improvised 

monologue while dancing, and then transcribe the text to become script. This may 

occur several times, and I can refine the recording and the written script along the 

way, incorporating gesture, manipulating words, moving in real time in the studio to 

the monologue I have just recorded. I can refine as I go, with attention to all my 

perceptive skills at the ready. I draw from past, present, and future images, layering, 

interspersing, overlapping, transmuting, adapting into a dense and full narrative with 

implications and potentials and unsaid things. Images are mutable – there to be 

abstracted, formed, worked. I build on this work through my articulation of the 
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memory/feeling/physical body, but I extend and expand on the work with my 

reiteration process. 

 

Is this the end? 

Perhaps an approach to devising with an attention to the memory/feeling/physical 

body is a difference of emphasis - an approach that shifts subtly between the here-

and-now and the crafted process of construction, without a beginning or an end. It is 

worth noting that such an undertaking is not an exact science, and I embrace that 

notion wholeheartedly.  I believe that examining a creative practice in such a way 

sometimes introduces more questions than answers. I also believe that is a good thing. 

I confront my own limitation and habits of practice when undertaking such a study. 

My language habitually returns to the binary world of ‘body’ and ‘mind’. I struggle at 

times with cause and effect, with the difficulty of attending to all things at all times. 

But it is worth acknowledging that such challenges exist in the world of science too. 

‘What we do not understand’, says neuroscientist Eric Kandel,’is the hard problem of 

consciousness – the mystery of how neural activity gives rise to subjective 

experience’ (In Search of Memory 382). Perhaps artistic research has even more to 

offer to science. Certainly there are implications for performance practice and 

pedagogy: for artists, practitioners, trainers and educators. An investigation into the 

memory/feeling/physical body assists in articulating skills in theatre-making contexts 

by mapping and describing tacit knowledge. It challenges and extends existing 

practices, and provides language and tools for practical studio explorations. It assists 

in developing and maintaining a deeper practice by exploring new approaches for 

critical reflection. It promotes rigorous and continuing dialogue about the role of the 

body in making performance. Perhaps, most importantly, such an undertaking can 

develop skills in observation, feeling, and perception that artists can take in to all 

aspects of their creative practice.  
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