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The objective of this study is to examine the practical application of the principle
of No.60 in acting techniques to effectively embody and portray the intricate nature of the
character Miss Julie. The researcher's identified issue in their acting practice is the lack of
freedom in utilizing their body to convey the character's emotions during performances,
leading to a sense of internal conflict that hinders their expressive abilities. Consequently,
the researcher tends to rely more on their upper body rather than fully utilizing their entire
physique while performing. The researcher believes that the principles of No.60 can
significantly enhance their communication with the audience by effectively translating their
analytical understanding of the character into a compelling performance. This research
follows a practice-as-research approach, wherein the researcher examined the principles of
No0.60 and underwent training in these principles with Mr. Pichet Klunchun. The
experiences gathered during the training sessions were recorded as academic data. The
research process involved data collection from relevant literature and workshops to grasp
the principles theoretically and practically. Subsequently, the researcher applied the
principle of No.60 while interpreting and embodying the play's characters during
rehearsals, documenting their experiences and insights. As a result, the researcher
experienced a heightened sense of freedom during performances and improved the ability
to convey the character's desires more clearly.
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CHAPTER 1
INTRODUCTION

1.1 Background and Rationale Study
Classic plays continue to hold their popularity and go through adaptations to appeal to

audiences. Traditional theatre works and playwrights have a lasting impact on
generations, inspiring and fostering connections. For example, Shakespeare timeless
plays remain popular because their themes still resonate with audiences. Despite their
age, the inner turmoil felt by Hamlet, the suffering endured by Othello and the
profound love between Romeo and Juliet remain relevant in today’s culture enabling

spectators to connect with these stories (Bhaluani, 2019).

In terms of acting, having the opportunity to play roles with themes, literature and
characters can greatly help actors improve their skills and gain an understanding of
life through the characters they portray. However, traditional theatre performances
often face the challenge of being bound by frameworks and pre-conceived notions,
which can limit actors’ creativity. Therefore, it is important to find ways to help actors
break free from these constraints. This could involve changing presentation styles,
delivering lines differently, modifying the script or placing emphasis on physicality,

among other techniques.

In 2019, Thailand witnessed the emergence of a fascinating concept in the realm of

performance inspired by Pichet Klunchun, the principle of No.60. By deconstructing



traditional Thai dance movements and experimenting with them, No.60 offers a
blueprint for creating new works while refining the concept along the way.

Within this framework, Pichet Klunchun identified six fundamental elements that can
be likened to innovative seasonings crafted from the structure of 59 essential Thai
traditional dance movements. These elements encompass Circles and Curves, Energy,

Synchronic Limbs, Axis Points, External Body Space and Shifting Relations (nau#u,

2564) In exploring this concept further, it became evident that the principle of No.60

not only deconstructs traditional dance frameworks but also serves as a creative
process that liberates performers from the confines of conventional dance forms.
Consequently, this research project aims to investigate new acting techniques by

applying these principles to theatre performances.

To investigate this exploration further, the researcher has chosen August Strindberg’s
renowned play “Miss Julie” as a case study due to its timeless nature and frequent
performances. Most people tend to recognize “Miss Julie” for the scene in the kitchen,
where there are boots, a birdcage and two actors sitting together. The researcher
believes that applying the principle of No.60 can be a good way to break down the
traditional structure of the theatre while still capturing the essence of the original
work, leading to new approaches in theatrical performance. The researcher hopes that
this study will provide a starting point for combining Thai performing arts knowledge

with western theatre principles, ultimately shaping the future of Thai performing arts.



1.2 Objectives of the Research

1.2.1 Examine the training procedure in accordance with the principle

of No. 60.

1.2.2 Develop performance abilities by utilizing body movement in

accordance with the principle of No. 60.

1.2.3 To synthesize the principles of No.60 for creating a performance

by using the case study of the play "Miss Julie" by August Strindberg.

1.3 Research Hypothesis
The principle of No. 60 has the potential to assist actors in deviating from
conventional frameworks while maintaining the core substance of the work,

hence facilitating the exploration of new approaches to performances.

1.4 Research Scope
1.4.1 Examine the procedure in accordance with the principle of No.

60.

1.4.2 Examine the training procedure in accordance with the principle

of No. 60 through workshops led by Pichet Klunchun

1.4.3 Examine Miss Julie from the play “Miss Julie” by August

Strindberg.



1.5 Research Methodology
1.5.1 Examine the information, theory, and practices that are derived

from the principle of No. 60.

1.5.2 Analyze the body of information related to classic plays.

1.5.3. Examine the theatrical work entitled “Miss Julie” authored by
August Strindberg, doing a comprehensive analysis of its characters and

narrative.

1.5.4 Utilize the concepts outlined in the principle of No. 60 to conduct
a rehearsal for the theatrical production of “Miss Julie” authored by August

Strindberg.

1.5.5 The production of “Miss Julie” by August Strindberg is
scheduled to be filmed into four scenes and presents a Lecture performance

online.

1.5.6. Data should be collected via the administration of questionnaires
and conducting interviews with both the audience and specialists subsequent

to the performance.

1.5.7 Provide a concise overview and critical assessment of the study

outcomes.



1.6 Research Procedures

The research processes were conducted from February to September 2021.

List | Research procedures Duration
1 - Theoretical and practical number theory workshop February to
March 2021
2 - Interpret and analyze scripts. March to April
- Experiment with applying Number Theory principles | 2021
while rehearsing alongside the script.
3 - Cast actors for the entire production. May to June
2021
- Online rehearsal process concentrating on script analysis
and interpretation.
4 - Rehearsal from the beginning to the end of the production. | June to August
2021
5 - Presentation of "Miss Julie" by August Strindberg through | September
Lecture Performance via online platform 2021

- Collecting feedback from the audience and subject matter

experts via surveys, discussions, and post-performance

interviews




1.7 Expected benefits:
1.7.1 Researchers acquire knowledge that enhances performance

abilities.

1.7.2 Researchers acquire knowledge that enhances their capacity to

create works based on the Principle of No.60



CHAPTER 2
LITERATURE REVIEW

2.1 Classic Plays

The origins of classic plays can be traced back to ancient civilizations, particular
Greece, where dramatic expression flourished. In the 5 century BCE, during Athens
Golden Age, playwrights such as Aeschylus, Sophocles, and Euripides laid the
groundwork for classical theater. The Greeks integrated theatrical performances into
religious festivals and staged tragedies and comedies in open air amphitheaters. These
early plays often delved into mythological themes, divine conflicts and human
experience, offering a shared experience that blended entertainment, ritualistic
elements and philosophical contemplation. As Greek theatre declined, Roman
playwrights like Seneca embraced and adapted Greek forms while leaving their mark
on the development of Western drama. However, theatre experienced a decline during
the Middle Ages as the Roman Empire weakened. It was not until the Renaissance
period that classical influences were revived. Ancient playwrights’ works were
rediscovered and studied during this period leading to renewed interest in classical
themes and dramatic structure. During the Renaissance era in England with William
Shakespeare or in France with Moliere both renowned playwrights, there was a fusion
of classical models with contemporary perspectives that marked a crucial turning
point in the evolution of classic plays. This fusion resulted in their enduring presence
within the theatrical canon. Classic plays have continued to evolve over time,
reflecting the changing norms, political climates and philosophical perspectives that
have shaped each era. Following the Renaissance, classic plays underwent further

transformations in the succeeding centuries. In the Neoclassical period, spanning from



the late 17" to the mid-18" century, there was a return to classical ideals with an
emphasis on reason, order, and adherence to the principle of time, place and action.
Playwrights such as Jean Racine and Pierre Corneille in France exemplified this
neoclassical approach in tragedy, while Moliére continued to contribute to comedy.
As we entered the 19" century, Romanticism emerged as a powerful force that
challenged the rigid structures of neoclassicism. Playwrights sought to evoke
emotions and explore themes of individualism, nature and even elements of the
supernatural. However, there remained a constant tension between classical restraint

and Romantic expression (Fischer-Lichte, 2013).

August Strindberg played a crucial role in shaping classic plays during late 19"
century theater. Strindberg’s works like “Miss Julie” and “The Father” broke away
from conventional play structures by investigating psychological realism and
existential themes. His innovative approach was often associated with naturalism and
marked departure from traditional conventions while paving the way for modern
drama. August Strindberg’s work played a transformative role in the evolution of
classical theater. While his earlier plays like “The Father” focused on depicting life
truthfully and challenging the norms of the time, Strindberg later delving into
symbolism and experimentation by defying traditional narrative structures, delving
into psychological depth and vividly portraying the clash between social classes and
gender dynamics. This fusion of naturalism, symbolism and expressionism not only
revolutionized classic plays but also laid the foundation for modern drama.
Strindberg’s contributions to theatrical history exemplify enduring relevance and

innovation (Mortensen, 2023).
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2.2 August Strindberg
August Strindberg, a playwright, is widely acknowledged as a highly influential and

groundbreaking figure in the late 19th and early 20th centuries. His profound
contributions to the realms of drama and literature have garnered recognition. The life
and writings of this individual reflect the societal and cultural shifts that occurred
during that era in Europe. Born on January 22, 1849, in Stockholm, Sweden.
Strindberg experienced the challenges brought about by hardships within his family
during his years. Moreover, his strained relationship with his father, who worked as a
shipping agent greatly influenced the portrayal of male authoritarianism evident in

Strindberg’s works (Szalczer, 2012).

Strindberg’s early years were filled with circumstances. His passion for literature and
the arts was clear from the start. In 1867, he enrolled at Uppsala University with the
aim of pursuing a path encompassing fields like history, chemistry, and medicine.
This varied education laid the groundwork for his versatile writing style and
exploration of genres. As Strindberg’s writing career developed, he cultivated a
sensibility and a penchant for experimentation. His initial literary works took an
approach to portray life in its form. Strindberg’s dramatic plays, such as “The Red
Room” (1879) and “The Father” (1887) explore into the side of family dynamics,

marriage, and societal constraints (Szalczer, 2012).

Strindberg’s artistic development on the hand didn't follow a path. The artist delved
into principles, like naturalism, symbolism and expressionism. What truly stands out

is Strindberg’s versatility and his passionate exploration of forms and storytelling
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frameworks. He effortlessly combines approaches while maintaining a distinct and
unmistakable voice. In Strindberg’s masterpiece “Miss Julie” we witness his ability to
explore the complexities of the mind, marking it as one of his most acclaimed literary
achievements. This captivating story explores social class dynamics, the construction
of gender roles and the profound capacity for both destruction and desire within every
individual’s heart. Miss Julie’s character beautifully exemplifies the nature of
existence as she grapples with reconciling her privileged upbringing with her longing
to break free from societal constraints. The interactions between characters symbolize
affection culminating in an ending. Through its exploration of characters
psychological and emotional depths “Miss Julie” epitomizes drama as a genre

(Szalczer, 2012).

Figure 1: August Strindberg

; N it 2

Source: (Mortensen, 2023)

2.3 Naturalism

Naturalism, a movement characterized by its emergence, in the century aimed to

present a more realistic portrayal of life on stage. It explored the aspects of existence
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and was heavily influenced by Emile Zola, a renowned French writer often referred to

as the father of naturalism.

Emile Zola, a figure in 19th century literature, played a crucial role in Naturalism as
an extension of Realism. This literary movement focused on depicting life, drew
inspiration from scientific advancements and authenticity was paramount in
performances. Zola’s masterpiece “Les Rougon Macquart” consisting of twenty
novels embodied Naturalist principles by exploring determinism and the complex
interplay between heredity and individual’s destinies. In “Germinal” Zola further
examined how environmental and socio-economic factors profoundly influence
behavior contributing to the movement’s emphasis on determinants. The Naturalists
fearlessly addressed subjects in works like “Théreése Raquin”, where Zola explored
instincts and the consequences of immoral actions without hesitation. Despite
reactions to “Nana” Zola’s contributions continue to shape our understanding of the

complexities in the human condition.

Zola’s critical essays and support for Naturalist writers were crucial in shaping and
promoting the movement establishing its position in literature. Despite facing some
controversies, Zola’s Naturalism continues to have an impact offering a perspective to

delve into the complexities of human life (Nelson, 2012).

Zola aimed to bring a contemporary perspective by incorporating characters and
storylines influenced by the method. There are several key aspects of naturalism.

Firstly, a key aspect of naturalism is determinism, which challenges the idea of will
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and suggests that external factors, like heredity and environment shape an individual’s
destiny. In this approach humans are depicted as existing in a setting similar to
animals reacting to both inner and outer influences but ultimately powerless against
them. The naturalist viewpoint often conveys the notion that human fate is
predetermined, resulting in a sense of unhappiness during life and being forgotten
after death. Secondly, objectivism, where authors strive to maintain an objective tone.
By positioning themselves as observers to scientists recording their observations
authors create a detached narrative that emphasizes the story rather than individual
characters. While achieving objectivity may be unattainable this storytelling technique
allows for a semblance of detachment. Sometimes nameless characters are utilized to
shift attention towards the plot than focusing on individuals. Thirdly, Pessimism
emerges as a theme, in naturalist literature with characters repeating lines or phrases
that carry negative undertones underscoring the inevitability of death. Lastly, another
characteristic commonly found in naturalist literature is the element of surprise twist
at the end of stories. These unexpected twists often highlight nature’s indifference
towards struggles. Within naturalist novels and stories there is a prevailing sense that
the forces of nature remain unmoved, by the challenges and hardships faced by

humans (Zhang, 2010).

August Strindberg, a known figure in the Naturalist movement brilliantly embodies
the principles of this literary approach in his masterpiece “Miss Julie”. Written in
1888, the play intricately explores the psychology and societal constraints of its
characters, Miss Julie and Jean within the setting of a Swedish counts estate during

Midsummers Eve. Strindberg, influenced by the method crafts a narrative deeply
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rooted in determinism depicting characters whose fates seem predetermined by forces.
Departing from structures, Strindberg employs a condensed timeline and a confined
location to intensify the interactions among characters. “Miss Julie” authentically
captures Naturalisms commitment to unearthing life’s realities delving into themes of
social class conflicts, gender dynamics and cultural norms. Strindberg’s skilled use of
realism reveals the thoughts and motivations of his characters, amplifying the play’s
impact. The enduring significance of “Miss Julie” lies in Strindberg’s incorporation of
Naturalist principles that showcase his influence on shaping theatrical realism

(Sprinchorn, 1968).

2.4 Laban Movement Analysis (LMA)
Laban Movement Analysis (LMA) established by Rudolf Laban is a methodology that

offers a thorough framework for understanding human movement. It has found
applications in fields with actor training being particularly captivating. The Laban
Movement Analysis (LMA) provides actors with a framework to explore, develop,
enhance their physicality and an expressiveness and ability to embody characters. The
researcher views Laban Movement Analysis and the principles of No0.60 as being
similar or close in some ways. Moreover, researchers believe that Laban’s principles
can be used as a guideline for the researcher’s exercises well. The consequence is this
principle is a tool used by both actors and dancers professionally. Therefore, it offers
an example of best practice to be applied when collaborating with the principle of
No0.60. According to Laban and Ullmann (1971), the LMA breaks down movement

into four components providing a holistic understanding of human physicality:
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2.4.1 Body: This component focuses on the physical aspects of the
human body, including posture, alignment, tension and relaxation. Actors gain
self-awareness about their physicality and posture as it greatly influences how
audiences perceive characters. For example, a character with a stooped posture
may convey timidity while an upright stance can radiate confidence.

2.4.2 Effort: Effort refers to the level of physical exertion individuals
put forth and encompasses attributes such as strength, agility, speed,
endurance and more. By utilizing qualities of effort, actors can effectively
communicate emotions and intentions. For example, when a character feel
anger they might make vigorous movements while a character experiencing
happiness might move gracefully and smoothly.

2.4.3 Shape: The study of shape in acting focuses on the configurations
and forms that the body takes during movement. By understanding shape,
actors can create profiles for their characters. For instance, a character with
features and abrupt movements could represent agitation and anxiety.

2.4.4 Space: Space refers to how actors utilize the surrounding
environment and move within it. Actors learn about proxemics the use of
levels and how spatial relationships impact their performance on stage. These

spatial considerations can affect framing and scene composition.

Laban Movement Analysis (LMA) is a tool in actor training that helps develop
characters by exploring attributes to express emotions authentically. Through studying
Laban Movement Analysis (LMA) actors gain an understanding of Effort qualities in

movement enabling them to create authentic, relatable and complex characters. In



16

addition, it helps actors improve their stage presence by using exercises and
techniques that focus on how they stand, move and present themselves (Laban &

Ullmann, 1971).

Laban Movement Analysis (LMA) has benefits, beyond its purpose. It proves
valuable in scene work and blocking because it takes into account dynamics, tempo
and the relationships between characters. This allows actors to create captivating
arrangements on stage while ensuring that their positioning and movements align with
the story and the emotions conveyed in their performances. The connection between
breath and movement is crucial as it enhances control and resonance. Moreover,
Nonverbal communication plays a role in LMA as it allows actors to convey
information to the audience without relying on words. By utilizing LMA performers
can incorporate layers of meaning and subtle messages into their performances
through gestures, posture and interactions with characters or the environment. The
concept of being completely flexible in movement is a discovery, for anyone involved

in acting (Laban & Ullmann, 1971).

According to the LMA theory individuals express their experiences through
movement than just mechanically executing bodily actions. Actors who embrace the
aspect of LMA often find that it gives them a sense of freedom leading to
performances that are authentic, dynamic and captivating for the audience. This
experience of freedom can have an effect, on artists allowing them to break free from

patterns and explore creative possibilities within their craft (Laban & Ullmann, 1971).
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Figure 2: Laban Movement Analysis
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2.5 The Viewpoints

The Viewpoints approach is deeply rooted in the principles of naturalism an artistic
philosophy, in the 19th century. Naturalism emphasizes the reality of existence
recognizing that individuals are influenced by both their surroundings and their
genetic makeup. Aligned with this standpoint, the Viewpoints technique advocates for
a scientific method within the realm of theater. Its goal is to liberate actors and
directors from the constraints imposed by text centered theater encouraging them to
explore aspects of time and space. Through this approach performances aim to
achieve authenticity, captivation and emotional impact (Bogart & Landau, 2004). The
researcher finds connections and similarities between the viewpoints and the
principles of N0.60. It serves as a model to apply when working with the principles of

No.60.

According to Bogart and Landau (2004), the Viewpoints technique comprises nine
elements that collectively contribute to the development of a theatrical language.

These elements include Spatial Relationship, Kinesthetic Response, shape, gesture,
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pattern, repetition, tempo, topography and architecture. Each component serves a
purpose in theater development encompassing both expression and emotional
resonance.

2.5.1 Spatial relationship refers to studying how performers interact
with objects, within the performance space in terms of dynamics. The analysis
of stage images character relationships and the interpretation of performances
greatly influences the impact. The concept of Kinesthetic Response revolves
around examining how an actor’s physicality, including their movements and
reactions, to stimuli effectively conveys emotions and intentions. This
exploration aims to enhance authenticity by enabling responses to unfolding
events on stage.

2.5.2 Shape encompasses arrangement and structure of movement
improving character portrayal scene setting and narrative storytelling.

2.5.3 Gesture involves using hands, arms and body language to
convey thoughts and emotions enriching verbal communication and character
portrayal.

2.5.4 Repetition is a technique where recurring movement sequences
establish rhythm, heighten tension and emphasize moments in performances.

2.5.5 Duration focuses on timing movements for audience perception,
intensity and scene pacing.

2.5.6 Tempo plays a role in assessing the pace of motion, for both
impact and overall atmosphere.

2.5.7 Topography involves analyzing and evaluating how the

performance space is organized and structured. This has an influence on
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decisions about where actors move on stage, how scenes are set up and how
well audiences understand the story.

2.5.8 Architectonics on the hand refers to the structure and framework
of a performance. It guides the organization on a scale. Influences how the

story unfolds.

When it comes to theater, using the Viewpoints technique encompasses elements that
impact character development, verbal communication, collaborative ensemble work
and directorial decision making. Understanding Spatial Relationship allows
performers to explore the stage purposefully and authentically enhancing both
emotional aspects of their performances. Incorporating shape and gesture is vital for
creating characters by portraying their physical attributes, postures and attitudes.
Gestures play a role in verbal communication as they convey complex emotions and
intentions without relying solely on spoken words. Repetition, duration and tempo are
key in exploring into characters emotional depth by revealing changes in their states
of mind while also influencing scene pacing. The use of the Viewpoints technique
encourages actors in an ensemble to work together by developing a shared language
and creating a dynamic. This technique enables actors to interact naturally move
fluidly and express their intentions effectively resulting in cohesive group

performances (Bogart & Landau, 2004).

2.6 Thai Traditional Dance “Mae Bot Yai”

Mae Bot Yai is an intricately structured form of Thai dance that has deep roots, in

Thailand’s rich cultural heritage. The term “Mae Bot Yai” holds significance in the
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dialect, where “Mae” represents mother, “Bot” signifies action and “Yai” refers to
something large. This description captures the essence of this dance style,
characterized by movements, expansive gestures and emotional expressions. Passed
down through generations this art form upholds the beauty of Thai culture. Similar to
dances in Thailand, Mae Bot Yai holds strong connections to religious and historical
traditions of the country. It often originates from festivals, celebrations and courtly
rituals that have shaped the region’s heritage. The dances choreography and
movements are representations of aspects of Thai culture and spirituality. Graceful
arm movements, hand gestures and detailed footwork are parts of Mae Bot Yai that
convey stories, emotions, and cultural narratives. Beyond entertainment value this

dance serves as a means to preserve and honor Thailand’s heritage (1wsnwna, 2559).

Throughout the ages, Mae Bot Yai has undergone transformations and embraced
change while remaining rooted in its values. The contemporary versions of this dance
form pay homage to its essence while incorporating influences making it a vibrant and

timeless expression of Thai culture. According to Tw5nwna (2559), Mae Bot Yai is

renowned for its fluid and expressive movements. The dance captivates audiences

with its choreography and the seamless integration of elements. Here are some
important aspects of the movements, in Mae Bot Yai:

2.6.1 Hand Gestures: Hand movements play a role in Mae Bot Yai.

Dancers skillfully use their hands to convey emotions, symbols and narratives.

Each gesture holds meaning and significance within the performance. For

instance, the “flower bud hand” gesture symbolizes the blossoming of a flower

while the “bird beak hand” gesture may represent a bird or winged creature.
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2.6.2 Footwork: The footwork, in Mae Bot Yai consists of deliberate
steps. Dancers execute foot patterns that complement the hand gestures and
overall choreography. The footwork in Mae Bot Yai is not just visually
pleasing. It also adds an element to the dance enhancing the overall musicality
of the performance.

2.6.3 Facial expressions: Facial expression plays a role in Mae Bot
Yai. Dancers use their faces to convey emotions and tell stories. They
skillfully use smiles, raised eyebrows or widened eyes to reflect the feelings
and reactions of the characters. The ability to emote effectively through

expressions is highly valued in this dance form.

In Mae Bot Yai every part of the body is involved. Dancers maintain a posture. Create
graceful lines with their movements. They sway their torsos allowing for transitions
between different poses. These body movements contribute to the dance’s fluidity and
expressiveness. Therefore, Mae Bot Yai is a dance style that requires precision,
discipline and a deep understanding of Thai culture and traditions. The physical
movements showcase the dancer’s artistic skills and storytelling abilities making it a

captivating dance form, with significance in Thailand (Tnsnwna, 2559).

2.7 Pichet Klunchun

Pichet Klunchun has had a journey as a performer since completing his Dance
program at Chulalongkorn University, Faculty of Fine Arts. His talent lies in creating
choreography that seamlessly blends dance techniques with the beauty of traditional

Thai dance. This special combination has brought him success in the world of
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performing arts. Pichet boasts a portfolio having directed captivating shows and
choreographed mesmerizing dance routines showcased on both Thai and international
stages. His exceptional work has been featured in art events across Asia, the United
States and Europe positioning him as a figure in the global dance community (Center,

n.d.).

Some of his roles include performances in productions like “Phya Chat Than”, “The
Sound of Monks”, “Chui Chai,” “Black & White,” “Nijinsky Siam” and “I am a
Demon”. Pichet Klunchun’s remarkable talent and dedication have earned him
recognition both domestically and internationally. A significant milestone came in
2006 when he received the European Cultural Foundations (ECF) Princess Margriet
Award, for Cultural Diversity through their ‘Routes program. This prestigious
accolade acknowledges individuals who use expressions to bridge divides. In 2008, he
was honored with the “Brave Citizen” award, by the Sanya Thammasak Institute for
his efforts in promoting democracy in Thailand. Pichet’s contributions to the arts
scene in France, Thailand and beyond were recognized by the French Ministry of
Culture when he was bestowed with the title of “Chevalier of the French Arts and
Literature Order” in 2012. In 2014, Pichet Klunchun made history as the Thai artist to
be awarded the John D. Rockefeller 3rd— award by the Asian Cultural Council
highlighting his dedication to preserving and popularizing Thai dance on an
international platform. Today, Pichet Klunchun continues to be an influential figure in
the world of dance. He established the Pichet Klunchun Dance Company with a
mission to nurture dance artistry and develop dancers while also focusing on

safeguarding and expanding knowledge about traditional Thai dance. Additionally, he
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has constructed the Chang Theatre which serves as a venue for showcasing dance

performances and various forms of art from across Asia (Center, n.d.).

Figure 3: Pichet Klunchun

Source: (Lee, 2019)

2.8 The Principle of No.60
In an interview with nauau (2564), he mentioned that he began his journey into the

performing arts during the Buddhist Era of 2539 2540 BE. This period was marked by
an infusion of elements into the Thai artistic landscape. Artists in Thailand started
breaking down their methods to recreate their rich historical heritage. Initially,
individuals with expertise in Thai dance were employed as performers. Later
underwent training to enhance their skills in contemporary theatrical techniques. The
development of Thai theater was greatly influenced by directors and lecturers who
emphasized the importance of establishing a Thai theatrical style distinct from
Western conventions. Pichet Klunchun emerged as a figure during this time gaining

recognition for his mastery of Thai dance and theater. Pichet played a role in this
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period contributing remarkably to numerous artistic endeavors that combined Western
artistic principles with traditional Thai storytelling. His innovative blend of Thai

dance and theatrical performance propelled him to the forefront of his profession.

Pichet had an involvement in the entertainment industry taking on roles such as
directing and editing television shows and films. He even assumed the director
position for the Asian Games. Additionally, Pichet spent five years teaching at
universities. He started at Suan Sunandha Rajabhat University for two years then
moved on to Srinakharinwirot University for three years. However, a significant
turning point in Pichet Klunchun’s journey came when he decided to leave his
government job. He successfully applied for a scholarship that allowed him to pursue
education in New York. During this time, he had the opportunity to learn ballet and
explore other dance forms under the guidance of esteemed choreographers who were
pushing the boundaries of dance beyond its traditional limits. Inspired by this
experience, Pichet began questioning expressions of Thai dance embarked on a quest

to discover new avenues for artistic self-expression (nauiu, 2564).

Upon returning to Thailand, Pichet embarked on creating a composition called “I am a
Demon,” which symbolized his exploration of identity and explore into the essence of
Thai dance. Throughout the investigation it was discovered that the core shapes seen
in Thai dance—triangles, rectangles and circles—have roots and have undergone
minimal changes over time. Pichet aimed to dismantle the existing frameworks of
Thai dance in order to align them better with his objectives. This involved removing

elements from compositions, costumes and musical arrangements. Pichet’s innovative
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approach challenged the norms of Thai dance, garnered a mixed response of both
appreciation and criticism. Nevertheless, his work also caught the attention of critics
and educators who recognized its impact marking a milestone in Pichet’s professional
journey while paving the way for further exploration and advancement in the realm of

Thai dance (nduiu, 2564).

In his production titled “Black and White”, Pichet Klunchun pushed the boundaries of
his creativity by collaborating with performers and applying his evolving principles.
During that period, these ideas were referred to as “Deconstructing Divinity” than
“The Principle of No.60”. To encourage dancers to think outside the box and
overcome challenges posed by their body patterns during rehearsals, Pichet
introduced an exercise called “Follow the Chicken”. It aimed to break down structures
while allowing dancers to explore possibilities beyond their customary movements.
This approach although it had its merits in questioning the established norms did not
quite produce something truly groundbreaking. After that, Pichet returned to his
principles, which centered around the concept of a circle. He included exercises
related to circles to further challenge the Thai dance form. Despite the varying
outcomes of these exercises, Pichet Klunchun Dance Company recognized the need

for creativity to advance their pursuits (nduiu, 2564).

The journey served as an inspiration for the creation of an artistic piece called
“Dancing with Death”. After completing this performance, Pichet and his dancers
decided to take a break from creating productions. Instead, they focused on

introspection, gaining an understanding of their artistic identity. Pichet Klunchun
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embarked on an endeavor aimed at exploring his principles and ideas from an artistic
standpoint. The central concept derived from “The Principle of No. 60” found in the
“Mother of all Dances” was related to freedom. Following that he spent some time in
Canada exploring these ideas. This realization led to a moment of insight that
contributed to their growth. After conducting experiments, with his dancers Pichet
eventually created a performance based on “The Principle of No. 60” which gained
recognition worldwide. As the concept evolved six fundamental elements were
identified. Pichet Klunchun noticed that “The Principle of No. 60” was not tied to a
dance style but encompassed a range of thoughts and philosophies. Consequently, he

focused more on exploring these concepts than solely focusing on their execution (nau
tu, 2564).

2.8.1 The Elements of the principle of No.60

Pichet exploration of the Principle of No. 60 reveals six elements that can be
compared to types of seasonings distinct from those used in the past. This principle
was developed by analyzing the blueprints behind the 59 Thai dance movements
unveiling an external structure characterized by circles and curves. The study
examined angles of hand positions and various foot placements categorizing them into
six elements: Circle and Curves Energy, Synchronic Limbs, Axis Points, External

Space and Shifting Relation.
2.8.1.1 Circle and curve: When dancers perform on stage their
graceful movements are based on curved patterns. These patterns can
be divided into three dimensions, absolutes, stability and
impermanence. Pichet Klunchun has discovered six circles and twelve

smaller circles within Thai dance that contribute to the incorporation of



27

Thai energy into the curves seen in this art form. This element
highlights the importance of self-expression. Encourages individuals to
embrace physical and spiritual freedom.

2.8.1.2 Energy: Energy is an essence within dance that
manifests through movement, continuous flow and transformation.
Thai dance incorporates dimensions of energy through the utilization
of three points, on the body; the cheek, responsible for controlling
facial expressions; the chest, which guides movements of the upper
body; and the lower abdomen, which controls leg movements. The way
these three focal points converge or diverge creates an interplay. This
aspect relates to the realm of energy encompassing elements such as
self-exploration, self-awareness and understanding of one’s
physicality, rhythms of breathing and recognition of our human nature.

2.8.1.3 Synchronic Limbs: The elegance and beauty in Thai
dance stem from dancers’ interaction with one another—a concept that
challenges interpretations. Softness, relativity and beauty are ideals in
coordinating body movements that simultaneously or synchronously
incorporate both initiating and concluding actions. This aspect places
emphasis on pursuing quality by valuing beauty.

2.8.1.4 Axis Points: Specific areas on the body hold importance
in performing dance movements. Even a slight adjustment in these
aspects has the potential to greatly alter how a dance is interpreted and
communicated. For instance, changing the placement of a smiling

gesture from being around the mouth to below the chin can result in a
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shift, in its meaning. Different aspects of the dance performance reveal
its accuracy or flaws. These aspects are closely related to resilience.
The ability to persevere. They encompass qualities like self-control and
consistent progress in dance.

2.8.1.5 External Space: The proper placement of spaces is
crucial in Thai dance. Incorrect positioning can disrupt the
choreography of the dance. Photographs depicting dance movements
help highlight areas exposing any flaws in the structure. This element
encourages individuals to embrace a perspective venture into territory
and surpass traditional boundaries in their thinking.

2.8.1.6 Shifting Relation: This element plays a role in every
stage of a dance indicating changes in focus or physical postures. The
outcome of these movements depends on how all the mentioned
elements interact with each other. It also involves recognizing the art
of yielding than asserting which reflects an acceptance and respect for

others dignity.

Therefore, Pichet Klunchun’s discoveries in The Principle of No.60 go beyond dance
movements. They include concepts that facilitate the creation of dances that transcend
physical manifestations. The main focus of The Principle of No. 60 lies in its ability
to establish a connection with the core thereby fostering a relationship among the six

elements that form the central essence of an individual often known as the center

point (nduiu, 2564).



Figure 4: The Elements of No.60

Source:(Center, n.d.)
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CHAPTER 3
METHODOLOGY

In this research methodology the researcher has categorized it into four sections,
including Data Collection, Workshop with Pichet Klunchun, Applying the Principle

of No.60, and Data Analysis through Lecture Performance.

3.1 Data Collection

Before diving into the rehearsal process, the researcher started by collecting
information from textbooks, papers and other relevant research sources. The goal was
to understand the material and make it easier to apply practically and develop further.
The researcher examined The Principle No. 60 both in terms of its understanding and
practical application. Afterward, the researcher focused on analyzing a script titled
"Miss Julie" by August Strindberg. Specifically, the researcher chose four scenes,

from the play—two monologues and two dialogues featuring the character, Jean.

3.1.1 Plot summary

“Miss Julie” is a captivating play that unfolds in the kitchen of a nobleman house in
Sweden during a feast. The primary characters driving the story are Miss Julie, an
aristocratic daughter of the count; Jean, the butler; and Christine, the cook. As their
relationships intertwine tensions arise when Miss Julie initiates an affair with Jean,
who is already involved with Christine. Miss Julie’s aim is to break free from her
existence and her father’s authority. As their attraction for each other grows stronger,
so does the clash between their classes and power dynamics. Strindberg skillfully uses
this drama as a means to explore gender roles, societal divisions and intricate aspects

of existence itself. Throughout one evening the hopes, fears and vulnerabilities of
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these characters are laid bare before culminating in a tragic conclusion where Miss
Julie chose to put an end to her life. In the play “Miss Julie”, there is an exploration of
the boundaries of structures and the consequences that arise when those boundaries
are questioned. This play holds a place in the realm of theater due to its powerful
examination of the psychological distress and emotional turmoil experienced by its
characters as well as its sharp critique of the society they inhabit (Strindberg, 2013).

3.1.2 Character Analysis
3.1.2.1 Miss Julie

August Strindberg depicts Miss Julie, the protagonist of this play as a woman due to
her temperament and unpredictability. Strindberg considers Miss Julie a contemporary
character because she grew up in a traditional family that did not conform to
conventional gender or class norms. She refuses to succumb to expectations imposed
on women such as settling down and starting a family. Consequently, she experiences

distress and inner conflict that hinder her ability to function in society.

Miss Julie serves as a representation of Strindberg’s belief that the European
aristocracy was a social construct. He suggests that it favored those who were
biologically unstable while suppressing brilliant and perceptive men. Strindberg’s
growing mistrust of women is also evident in Miss Julie’s character as she takes her
disdain to levels. Considering herself a man hater, she ends her engagement when she
becomes tired of being dominated by her fiancé. However, after engaging in an
encounter with Jean, he humiliates her ultimately leading to her tragic demise.
Through the character of Miss Julie, the play highlights the contrast between helpless

women like herself and confident and capable men like Jean. He portrays her death as
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a sacrifice to prevent her from having children with a man and potentially subjecting
them to a life of torment due to their indeterminate gender.
3.1.2.2 Jean

Moving on to Jeans character. Jean plays a role in exploring and presenting themes
such as social class, ambition and desire. As the valet, Jean demonstrates unwavering
determination to rise above his status and climb the societal ladder. Jeans behavior, in
the play shows a level of adaptability blurring the lines between his status and that of
Miss Julie. The way he interacts with her fluctuates between respect and dominance
reflecting the power dynamics at play. His ability to adjust and navigate classes is a

survival strategy that allows him to seize opportunities as they arise.

Ambition and desire are the driving forces behind Jeans persona. While his initial
connection with Miss Julie seems rooted in attraction it becomes clear that his
motivations are largely influenced by the chance for advancement. Jean sees Miss
Julie as a means to elevate his standing transforming their dynamic into a battle for
control where he seeks power over her and her assets. As the play unfolds, Jean
undergoes a transformation shifting from an adaptable character to one who becomes
increasingly manipulative. He demonstrates an awareness of how he can exploit Miss
Julie’s vulnerabilities and her attraction towards him, revealing aspects of his
personality. The evolution of Jeans character sheds light on the complexities of norms

and personal desires, within the themes explored in the play.
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3.1.3.3 Kristine

Kristine serves as a character who opposes and contrasts with Miss Julie in the play.
She represents values, loyalty and the limitations imposed by her status. Kristine’s
portrayal as a member of the household is characterized by her commitment to
fulfilling her responsibilities and her sense of duty. In contrast to Miss Julies reckless
nature, Kristine highlights the influence of standards and expectations on her own
behavior. Through the character of Kristine, the play effectively highlights the clash
between norms and modern principles.

3.1.3 Scene Analysis

The researcher handpicked two monologues and two dialogues from the play. First
scene, Julie opens up to Jean about her mother’s history. The second scene depicts
Jean beheading Julie’s bird which leads to her losing her sanity. The third scene takes
place in the kitchen where Julie tries to flirt with Jean. The fourth scene serves as the
play’s final ending. These four scenes were chosen by the researcher because they
effectively portray Julie’s character, mental state, obstacles, desires and conflicts. It is
a situation that makes it fitting for researchers to use the principle of No0.60 as a guide
in expressing emotions and using body language to fully communicate as Miss Julie
character.
3.1.3.1 Monologue: Mother scene

In this scene, Miss Julies objective is to establish a sense of closeness and
understanding with Jean. To accomplish this, she chooses to share delicate details
about her life and her relationship with her mother. This deliberate choice can be
interpreted as an effort to create intimacy between them. Sharing information serves

as a means for Miss Julie to break down the usual barriers that exist between people.
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It exposes her emotions in a way that allows Jean to witness her vulnerabilities,

ultimately fostering a sense of closeness between them.

In this moment of feeling disoriented and intoxicated, Miss Julie suggests that she and
Jean have a conversation before leaving. She shares insights into her background
revealing that her mother came from a normal class and strongly believed in gender
equality and women’s independence. Despite her mother’s disagreement, she ended
up marrying the Count. Miss Julie informs Jean that she was born against her
mother’s wishes and was raised unconventionally. She grew up as a boy dressing in
attire riding horses and learning the art of hunting. However, a significant change
occurred when the Count took charge. This led to Miss Julie’s mother falling
seriously ill and isolating herself during the day while wandering outside the house at
night. Subsequently, their entire home was ravaged by a fire on the evening their
insurance coverage expired. Miss Julie’s family suffered a loss. Miss Julie’s mother
sought permission from a friend who happened to be a bricklayer to borrow money

for rebuilding their home on the condition that no interest would be charged.

According to Miss Julie’s reflections on her mother exhibited convictions and
progressive beliefs. Her ideas about women equality and independence were
groundbreaking compared to norms of her time. Despite resisting marriage, she
eventually entered into matrimony with the Count while firmly holding onto her
principles. When Miss Julie’s mother made the decision to raise her in a manner that
defied gender stereotypes and encouraged engagement in pursuits like horse riding

and hunting, it was evident that she was challenging societal expectations. However,



35

her declining health and social isolation suggest that ultimately the Counts authority
overpowered her beliefs. The devastating fire that destroyed their property along with
her mother’s request for a loan without interest serves as an example of how the
family’s circumstances deteriorated and their reliance on assistance. Miss Julie’s
mother embodies a mix of conflicting elements, including ideas, societal limitations
and the influence of her unwavering beliefs in a resistant environment.
3.1.3.2 Monologue: The canary

In this scene, Miss Julie relates to the bird experiencing a sense of confinement or
suppression. The bird’s destiny might reflect her challenges and beheading it could

symbolize her liberation from the constraints she finds herself in.

Jean reluctantly agrees to Miss Julie’s proposal on one condition; she must leave
behind her beloved canary because he believes it will slow them down. Miss Julie
passionately emphasizes how important the canary is to her; it has become her source
of comfort after losing her dog. She insists that Jean should kill the canary rather than
abandoning it. With reluctance, Jean uses an axe to sever the canary’s head causing
Miss Julie immense pain as she witnesses the death of her cherished bird.
Overwhelmed by distress, Miss Julie then asks Jean to end her life while cursing him.
She firmly rejects the idea of leaving with Jean and playing the role of a servant’s
mistress. Instead, she devises a plan in which she confesses to the Count that she had
a relationship with a servant and stole money from him. Her intention is to use this
admission to escape. Miss Julie believes that revealing this information would deeply
impact on her father potentially leading him to contemplate suicide and bringing an

end to their family’s legacy. In her eyes, such an outcome would offer them peace.
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The scene involving the canary serves as a moment that reflects the chaotic nature of
Miss Julie and Jeans relationship. Symbolically, the canary represents Julie’s state and
the fleeting solace she finds in it akin to the temporary happiness and security sought
through her affair with Jean. Jeans compliance with Julie’s request to kill the canary
showcases his obedience and submission to her desires underscoring the power
dynamics within their relationship. The brutal act of killing the canary can be seen as
symbolic of their affair unraveling disrupting the equilibrium they had maintained.
Miss Julie’s intense emotional reaction when she asks Jean to end her life indicates
her desperation and misery, hinting at psychological damage inflicted by her
relationship with Jean. This scene beautifully captures the interplay of classes, gender
dynamics and power struggles. It vividly portrays how the canary’s sacrifice
symbolizes the forces that ultimately lead to an outcome for everyone involved.
3.1.3.3 Dialogue: Julie and Jean flirting

Miss Julies actions are fueled by desires and her playful interactions with Jean
represent her yearning for a deeper emotional and physical connection. This particular
scene portrays her longing to break free from the confinements of her surroundings.
Miss Julie playfully engages in a conversation with Jean praising his command of
French that he acquired while working as a sommelier in a restaurant. Jean shares
anecdotes from his childhood when he had encounters with Miss Julie on her father’s
estate where his father worked as a cotter. However, Jean chooses not to elaborate on
the details of those encounters or their timing. While Kristine rests nearby by the
stove, Miss Julie subtly suggests that she possesses the qualities to be a wife. In
response, Jean subtly alludes to Kristine’s habit of sleepwalking indicating his

awareness of it. Miss Julie then offers Jean a drink initially met with hesitation due to
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perceived impropriety of their circumstances. However, she firmly reiterates her
request as more of a command compelling Jean to comply by serving her some wine
from her father’s collection. Despite all that, Miss Julie prefers beer. She requests
Jean to drink on her behalf, which he does while kneeling. It is quite amusing as she
playfully orders Jean to kiss her shoe. He complies with her command. Their
interaction becomes more worrisome when Jean cautions Miss Julie about the
servants gossip regarding her reputation emphasizing the importance of avoiding
drinking sessions with him to avoid complications. In response, Miss Julie points out

Kristine’s presence causing Kristine to wake up and return to bed.

This scene beautifully showcases the dynamics of power, desire and societal
expectations between Jean and Julie. Jeans fluency in French reflects his adaptability
and ability to transcend his background. The revelation of Kristine’s information
alters the power dynamics between Jean and Miss Julie. Miss Julie leverages her
status to assert her authority by giving orders that Jean willingly follows satisfying
Julies craving for control. Additionally, this scene highlights Julie’s preference for
simplicity when she asks for a beer—an indication of how her upbringing has instilled
a value for equality. Lastly, Miss Julie requests Jean to kiss her shoe, an act
underscores the stark contrast in their social positions and foreshadows their
impending sexual encounter. The situation portrayed can be seen as an illustration of

concepts related to classes, individual desires and societal expectations.
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3.1.3.4 Dialogue: Ending Scene
In the final scene, Miss Julie undergoes a collapse. Throughout the play, she has been
entangled in an intricate relationship with Jean. Miss Julie objective is to have power,

freedom and an escape from social constraints.

Miss Julie, deeply affected by her circumstances pleads with Jean to understand the
gravity of her situation. The conversation turns towards contemplating the idea of
suicide as the escape for a noblewoman who has experienced a downfall. However,
Jean emphasizes that this option is not available to him as a man. Miss Julie, on the
other hand, confesses her inability to take such drastic measures and draws parallels
between her situation and that of the Count before her. She sees her suicide as a
continuation of her mother’s quest for revenge against her father. Miss Julie tries to
assign blame by pointing out her mother’s upbringing and her fiancé’s tolerance
towards viewpoints. The sudden interruption caused by the Counts return heightens
the urgency of Miss Julie’s predicament. She implores Jean to take on the role of the
Count using his authority to guide and command her actions. In a moment, Miss Julie
depicts Jean as a celestial being while he gently gives instructions to her. The
conversation takes a turn as they explore into the topic of Gods mercy. Jean implores
Miss Julie to leave fearing that her hesitation might make him appear weak. When the
Count rings the bell again from above, Julie confidently walks away presumably

prepared to face fate.

The power dynamics between Jean and Miss Julie are clearly evident in how Jean

determines the circumstances surrounding Miss Julie’s decision to end her life. This
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emphasizes his sexual control over her. It further highlights the nature of Miss Julie’s
predicament showcasing social norms that afford males the opportunity to rebuild
their lives following a scandal. Unfortunately, women lack control over their
reputations often resort to suicide as a means of coping with shame. With the Counts’
return, both Miss Julie and Jean become aware of their positions in society, reinstating
an established order and stripping Jean of any illusions of superiority he may have
harbored. In order to escape their fixed statuses, Miss Julie and Jean must rely on their
imaginations. Jean assumes the role of the Count to gain power and assert authority
over Miss Julie, ultimately compelling her to take her life. Even though Jeans
whispered words could not be heard by the audience, it is clear that he pressures her
into taking her life undoubtedly to safeguard himself all while disregarding the
existence of this woman.

3.1.4 Research and keywords
3.1.4.1 Midsummer Night Dream

During the era, the Swedish population celebrated Midsummer as a way to
commemorate the arrival of summer and the start of a season. In areas, individuals
would dress up in attire resembling the man adorned with ferns. Additionally, since
the century people have been erecting maypoles covered in greenery to partake in
dance rituals while also adorning their homes and agricultural tools with various types
of foliage. Midsummer not served as a gathering for young people but also included a
meal comprising pickled herring, beer and schnapps for all workers, in central
Sweden mill communities. However, it was not until the century that this celebration
became the widely celebrated event in Sweden surpassing all other festivities (Intitute,

2022).
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The Midsummer celebrations in Sweden have their origins in a tradition dedicated to
John the Baptist, which takes place on June 24th. The specific date was determined to
be a Friday between June 20 and June 26 in 1953. While the celebration of
Midsummer did not originate from Christian times various rituals and festivities were
conducted during that period to commemorate the summer solstice. The
midsommarstang, also known as the maypole, is believed to have originated in
Germany during the 17th or 18th century. It is typically adorned with garlands and
floral decorations. Placed prominently for community dancing. In context,
Midsummer was often associated with qualities where plants were thought to possess
heightened magical properties on this evening and supernatural beings were believed
to be more active. It was even said that rolling naked in the morning mist on
midsummer day had effects on one’s well-being (Carlson, 2019). The characters
behaviors and the overall mood of the play affected by the symbolism connected to
Midsummers Eve. This night is known for its festivities and mystical elements and
Strindberg cleverly utilizes this backdrop to heighten the tensions and conflicts within
the story.
3.1.4.2 Diana (Miss Julie’s dog)

In the opening scene, we see Kristine preparing a meal with the intention of giving
Diana, Miss Julie’s dog, a substance. When Julie notices that Diana had interacted
with the Gatekeeper’s dog, she refuses to accept it and decides to kill Diana. Miss
Julie believes that Diana has been tainted by an association with a dog from a lower
status. This situation can be metaphorically compared to the relationship between
Julie and Diana themselves. Julie meets fate as her dog. Both suffer consequences.

The way Julie treats Diana reflects her views on status and intimacy. After learning
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about Diana’s encounter with the Gatekeeper’s dog, Miss Julie feels compelled to
order the killing of her pet. Similarly, when Julie seduces Jean, it brings disgrace upon
her family. Ultimately leads her to contemplate ending her own life by the end of the
play.

3.1.4.3 The canary
Moving on to another aspect of symbolism in the play, there is a canary kept in a cage
that serves as both an embodiment of Miss Julie herself and represents her trapped
situation. Whenever the canary is confined within its cage, it symbolizes a longing for
freedom. The connection between Miss Julie and this caged bird signifies her desire to
escape from her family life and embark on travels with Jean. However, Jean brings an
end to the bird’s life by severing its head, which ultimately leads to Miss Julies
demise well. Jeans action results in the conclusion of Julies existence, permanently
deprives her of freedom.

3.1.4.4 Boots
The boots emerge as a substitute for the Count. Jean frequently employs the Counts
boots as a representation of the Count himself using this metaphor to express his
discomfort with the events involving Miss Julie. In context, the boots symbolize
patriarchy and authority where two themes closely associated with the character of the

Count.

3.2 Workshop with Pichet Klunchun

The researcher had the privilege of attending a class taught by Pichet Klunchun,
where he introduced the concept of N0.60, a principle he developed. Through

exercises led by Pichet, the researcher experienced a connection with their own body
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and that of their partner. This bond was established through both collaborative
participations. This experience sparked the researcher’s curiosity leading them to
engage in an in-depth exploration of the theory behind the principle of No.60 with
Pichet Klunchun. Additionally, researcher took part in a workshop conducted by
Pichet Klunchun and Kornkarn Rungsawang from the Pichet Klunchun Dance

Company.

Before leading the session, the researcher met with Pichet Klunchun personally to
learn about the principle of No.60 theory and discuss its concepts. The session began
with an exercise that encompassed all six elements of study. Next, participants
engaged in a body focused exploration of these six elements alongside a partner
followed by a movement exercise involving all three individuals. This phase of
inquiry aims to teach participants about the six elements of the principle of No.60 and

how to conduct research on motion.

The workshop was led by Pichet Klunchun with the participation of Kornkarn
Rungsawang, a dancer from Pichet Klunchun Dance Company. We began by
exploring elements and then integrating them with a partner. Our focus started with
Energy, which is the core of all exercise, where Kornkarn introduced us to the
“Vagina Dance” technique. This unique dance method emphasizes using the muscles
of our organs creating movements that flow from one part of our body to another
while reflecting these motions externally. In Thailand, this dance technique is
considered groundbreaking as it provides dancers with a language to connect deeply

with their movements. It is important to note that the Vagina Dance aligns with the
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Energy element of principle No.60 where energy serves as the basis for all movement
forms. We started our practice by regulating our breathing in harmony with the

Vagina Dance in order to achieve a state of alignment with our breath patterns.

Figure 5: Workshop with Pichet Klunchun

3.3 Application of the Principle of No.60

In this section, the facilitators collaborate to provide guidance during the rehearsal
period. The rehearsal procedure consists of three parts, including exploring the six

elements, exploring words by words and selecting and polishing.

3.3.1 Exploring six elements

The first part involves examining six elements from the principle of No.60. Before
diving into the script, it is important for researcher to prepare themselves physically,
vocally and emotionally. The researcher will go through each element of the principle
of No. 60 with a check-in process. The following are the procedures that researcher

undertakes:
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3.3.1.1 Exploring the Energy
The researcher begins to take a breath in and out while maintaining a posture. Focus
on the breath as the researcher inhales through the abdomen and exhales through the
pathway. This breathing technique involves using imagination. During the practice,
researcher become aware of their body and breath while also paying attention to their
surroundings and observing others. The Vagina Dance exercise requires combining
imagination with guided breathing. If researcher only focus on the breath without
engaging imagination, the researcher may feel tension in their body. For instance,
when instructed to imagine breathing up from the vagina solely concentrating on the
act of breathing may create tension in the body. However, when researcher
incorporate imagination, relaxation increases, and researcher gain control over their
breath. It is important to note that this practice is an interplay between imagination
and guidance, for your breath. By utilizing imagination as a guiding force, tension
decreases, and researcher can effectively navigate their breath journey. Overall,
practicing the Vagina Dance exercise involves using both imagination and guided
breathing to create an impactful experience compared to solely focusing on breath

awareness.

Next, is the regulation of breath, focusing on different parts of the body. The
researcher guides participants to breathe in and out, starting from the vagina and
moving to the abdomen. The breath follows the same path for both inhalation and
exhalation. The researcher synchronizes their breath according to the facilitator’s
instructions, beginning with four slow breaths before starting. As researcher gain

control over their breath, researcher progress to regulated fast inhalations and



45

exhalations. The pace, whether slow or fast, is facilitated by the facilitator. The
researcher observes that when the pace is slow, a romantic and expressive quality
emerges in researcher’s movements and body language. As the pace increases, a
heightened sense of intensity and tension is felt. When researcher encounter a "stuck"
point, especially during inhalation through the vagina, the researcher advises

breathing through the mouth to ease the process.

Moving on, researcher is guided to breathe into the chest, inhaling and exhaling
through the same pathway. The researcher encourages elongated breaths to facilitate
longer movements. The speed of breath is regulated, emphasizing using breath to
propel movement more than relying on physical actions. The researcher notes that
sometimes researcher inadvertently use body movements more than guided breath,
and adjustments are made to prioritize breath guidance. As the breath journey
becomes longer, researcher may feel insufficient breath, prompting the researcher to
suggest increasing the pace of breath to reach the extremities and exhale back through
the vagina. Adjusting the breath to create a comfortable sensation and avoiding

tension in the body is emphasized, promoting relaxation.

The exploration then extends to other parts of the body. Researcher is guided to
breathe into the vagina, abdomen, pelvis, chest, and head. When working with the
head, researcher encouraged to allow it to move freely in any direction, guided by
internal breath rather than external forces. As the breath journey lengthens, the
researcher observes a sense of insufficient breath, prompting adjustments to facilitate

a smoother breath flow. The researcher discovered that working with different body
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parts induces varied sensations. Working with the abdomen provides a grounded and
stable feeling, while working with the pelvis evokes a powerful and expansive
sensation, akin to the breath expanding the body. The shoulders and chest induce a
strong and confrontational feeling, resembling the sensation in the chest. When
working with the arms, synchronized breath allows for a flowing and free sensation,

occasionally evoking a strong feeling.

Moreover, the researcher moves on to regulating researcher’s breath and focusing on
each part of the body. The facilitator will guide researcher to breathe out starting from
the abdomen and moving upwards towards the chest. Both inhalation and exhalation
follow the path. The researcher synchronizes their breath, with the facilitator’s
instructions beginning with four breaths. As the researcher gain control over their
breath, the researcher progresses to regulated inhales and exhales. The pace, whether
slow or fast, is facilitated by the facilitator. The researcher observes that when the
researcher breathes slowly, there is an expressive quality in the movements and body
language. As the pace increases, the researcher feels a sense of intensity and tension.
If the researcher encounters any obstacles during inhalation through the vagina, it is
advised to breathe through the mouth to ease the process. Moving forward, the
researcher is guided to focus on breathing into their chest area while inhaling and
exhaling through the pathway. The researcher is encouraged to take elongated breaths
to facilitate movements. The speed of the breath is regulated with an emphasis on
using it to propel movement than relying on physical actions. The researcher should
be mindful not to rely on body movements alone but prioritize following guidance for

proper breath control. As the journey of breathing continues, researchers may
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experience a sense of not having enough breath. This prompts the researcher to
suggest increasing the pace of their breathing allowing the breath to reach all parts of
their body and then exhaling through the vagina. The emphasis is on adjusting the
breath in a way that feels comfortable and avoiding any tension in the body, which

promotes relaxation.

The exploration then expands to parts of the body. Researchers are guided to focus on
breathing into areas, including the vagina, abdomen, pelvis, chest and head. When
focusing on the head, the researcher is encouraged to let it move freely in any
direction based on their breath than external influences. As this journey continues, the
researcher may notice a sensation of not having breath and make adjustments to
ensure a flow of breath. Overall, the researcher discovers that working with body
parts evokes sensations. Breathing into the abdomen provides a stable feeling while
focusing on the pelvis creates an expansive sensation as if the breath is expanding
within their body. The shoulders and chest can induce a confrontational feeling to
what is felt in the chest area. When working with the arms synchronized breathing

allows for a flowing and liberated sensation occasionally accompanied by emotions.

Figure 6: Exploring Energy element
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3.3.1.2 Exploring Synchronic Limbs and Circle and Curve
In the section, the researcher dedicated to working with synchronic limbs. The
researcher decided to explore into five actions: stretching, contracting, flowing,
sudden and hesitated movement. The main objective of this exploration was to
identify connections within the body by observing how muscle interacted during
movements. The researcher aimed to understand how the body maintains its balance.
Following this investigation came an examination of how the body interacts with its

surrounding space and objects.

During the investigation into the relationship between stretching and contracting
movements in the body, it was discovered that controlling body balance heavily relies
on the legs when they are stretched or contracted. Given that the researcher's right-
handed actions involving their working on the left side of the body felt more
comfortable as it provided a sense of equilibrium. When pushing their limits with
stretching exercises, the researcher experienced a sensation of expansion and tension
throughout their body. Notably, there was coordination between neck muscles and
those in their fingertips as palm and arms. This exploration required engaging muscles
simultaneously while breathing played a role in maintaining body balance. Inhaling
helped regulate control over their body while exhaling posed challenges when it came
to controlling both muscles and overall balance. Consequently, relying on inhaling
became essential for guiding investigations into understanding relationships within

the body.
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Continuing with the exploration of movements, the researcher explores the aspects of
water and air. In this exercise, the research also explores the circle and curves element
combined with synchronic limbs. By envisioning oneself as water effortlessly flowing
from one point to another, a sense of lightness and fluidity was experienced in the
body, while the legs played a role in maintaining balance resulting in a tensed
sensation. In the case of working with objects that embodied water elements and
tactile sensations these objects provided support. Overall, there was a sense of
freedom; however there remained a weight that influenced control over body

movements.

Exploring the air elements involved visualizing invigorating air of being outdoors in a
bustling public park. Initially, this experience induced feelings of lightness and
comfort without any tension in the legs. However, as the intensity of the air grew
stronger an increased burden was felt which led to a sense of stress. Managing oneself
and maintaining control became more demanding as the forcefulness of the air
escalated at times, even leading to moments where balance was compromised.
Consequently, relying on breathing became essential for guiding movement and

regulating control.

Incorporating air as an element, for investigating body tension revealed an
observation; as temperatures dropped, bodily movement naturally decelerated. The
extreme cold made the body stiff. The researcher had to focus on breathing to help

with movement and muscle control. Inhaling helped with body control. Exhaling
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made it difficult to manage both the body and muscles, leading to tension. The

researcher relied on breath as the way to navigate their sensations.

Lastly, during the exploration there was a need for lifting and carrying objects. When
picturing sitting and engaging in lifting activities the researcher experienced
discomfort, bodily pain, itching and a dusty feeling with nasal irritation. This caused
tension in the body and feelings of frustration and annoyance. To ease this discomfort,
the researcher practiced controlled breathing techniques that improved comfort but

did not completely eliminate irritation leaving a lingering sense of frustration.

Figure 7: Exploring Synchronic Limbs and Circle
and Curve elements

3.3.1.3 Exploring External Body Space
During the exploration of incorporating space, the researcher approached it from
perspectives. The process involved expanding one’s awareness to the surroundings,
gradually extending it to its capacity. The exploration began with focusing on the
individuals body starting from the most limited point. Afterwards, the researcher

examined how their immediate environment, including objects like tables and chairs
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influenced their sense of dominance or helplessness by considering how they utilized

space.

When working with a chair the researcher made discoveries. Exploring the chair in
relation to space unveiled insights. As the researcher continued their exploration, the
chair transformed from an object into forms or locations. For instance, using it as a
bed evoked feelings of being a child hiding under furniture. Flipping it around turned
it into a shelter showcasing its versatility. This realization made the researcher
acknowledge how the character of changes based on its usage opening up possibilities
for functions. The researcher concluded that beyond its purpose a chair can assume
roles and hold varying meanings. For example, the chair could transform into a source
of comfort, a hiding place, a shield of protection or even a symbol of transformation.
By interacting with the chair and the surrounding space in ways, the researcher gained
an understanding of how objects can change and acquire new meanings through their

interaction with individuals.

This exploration highlighted the relationship between people, objects and the external
environment. It emphasized how our perception and use of an object can shift
depending on how we interact with it, showcasing the nature of spaces and the objects
they contain. The researchers’ experience with the chair underscored the importance
of considering perspectives and roles to comprehend the potential of elements in our

surroundings.
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Figure 8: Exploring External Body Space
element

3.3.1.4 Exploring Axis Point and Shifting relation
When delving into the Axis Point and Shift Relation elements, the researcher decided
to investigate qualities like precision, hesitation, suddenness, direction and softness.
The researcher began by focusing on these aspects within themselves through the
Axis Point element. This involved exploring points in their body transitioning
between wide spaces and engaging with points both on their own body and in the

surrounding space.

Having gained insights from these explorations, the researcher then applied their
findings to the Shifting Relation element by experimenting with communication. For
example, the researcher tried speaking to a partner with clarity or adopting a tone.
Exploration expanded to include working with points in the body exploring one’s
surroundings and engaging with points on their partner’s body. Throughout this
exploration of shifting relation, the researcher remained mindful of objectives and
intentions while considering circumstances. The researcher discovered that when
focusing on points, their attention naturally gravitated towards those areas.
Visualizing these points along lines of the body aided in guiding movement and

interactions. By utilizing body parts to engage with these points, unique sensations
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and perceptions were experienced. For instance, when the chin was used as a
reference point, it created a sense of stretching and lifting. On the other hand, when
the arms were utilized, it gave a feeling of acceptance and being compelled. Each
body part chosen as a point had an impact on the researchers’ experience and

conveyed different qualities.

This exploration shed light on the relationship between Axis Point and Shift Relation
elements. It demonstrated how points in both the body and external space combined
with shifting relation could elicit nuanced and diverse responses. The researchers’
firsthand experience underscored the importance of considering precision, direction
and gentleness in movement and communication. This emphasized the depth and

intricacy of these elements within interactions.

In conclusion, while the researcher was going through these exercises, the researcher
discovered limitations and recurring patterns in body habits, a tendency to heavily
rely on arm usage for various activities. It became apparent that problems often arise
from ingrained habits that are not easily broken as there is a focus on achieving the
goal without paying much attention to the process of getting there. The lack of
enjoyment in exploration and limited sense of freedom and connection with one’s
body were also identified. In response to these findings, the researcher revisited the
exercises with facilitators who encouraged instinct driven exploration to cultivate a
sense of freedom. As the researcher engaged in exploration again, the researcher
experienced a feeling of liberation breaking away from their usual constraints. This

entire process involved a shift in mindset reminding the researcher to approach things



54

gradually, establish connections slowly and push boundaries within their comfort

level.

Similar principles were applied when working with a partner. Initially, the researcher
explored aspects with their partner, but genuine connection did not materialize as
expected. The limitations stemmed from each individuals’ habits. In the second
tryout, the researcher and their partner became more committed to the exercises,
dedicating time to spend together and attentively listening to each other’s emotions
and desires. The researcher explored both the physical aspects seamlessly blending
them. Initially, the researcher did not experience any breakthroughs. As the researcher
and partner continued supporting each other with music, their bond grew deeper.
Laughter played a role in relaxation and self-expression. Through movements the
researcher and partner found a way to communicate effectively and openly express

their feelings while grasping each other’s needs.

Figure 9: Exploring Axis Points and Shifting
Relation elements

3.3.2 Explore word by word
In this section, the researcher starts applying the exercise with the script. The

researcher starts exploring from words to phrases and complete monologues analyzing
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them progressively as elements. The researcher begins exploring the words within
each monologue by internally communicating and integrating bodily reactions and
emotions to establish connections between their body, inner voice and the feelings

evoked by those words.

The researcher aims to provide examples of their experience working with Miss Julies
monologues as she narrates the story of her mother. At the outset, the researcher
explores elements within the word that did not seem connected. Here are a few
instances:

“Freedom”; Initially, there was a sense of hesitation and uncertainty that
accompanied the exploration of this aspect. The researcher pondered the concept of

freedom. Eventually established a connection to Miss Julies longing for liberation

within the narrative.

“Like a boy”; Exploring this element involved directing attention towards the
researcher’s physicality. By examining movements and embracing the notion of being
“like a boy”, there was a shift from doubt to a sense of pride in embodying
characteristics.

)

“Wrack and ruin”’; The word “ruin” had an impact on the researcher evoking
emotions associated with breakdown and self-blame. This exploration allowed for the

expression of these feelings drawing parallels to Miss Julie’s experiences.
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“Ordinary”; Initially, encountering this term stirred conflicting emotions and feelings
of pressure within the researcher. However, as the researcher continued their
exploration, acceptance gradually emerged regarding both embracing ordinariness in

themselves and when portraying characters.

The researcher spent a lot of time exploring these elements. The researcher delved
into the words and carefully extended them into longer sentences to better convey the
experiences. Below are some examples;

“Feeling trapped and suffocated at home”; the researcher felt a sense of being
restricted and confined, similar to feeling like a robot with an increasing sense of
boredom and exhaustion over time. This phrase made the researcher feel confined and

detached and eventually settled into a state of monotony and weariness.

“Then there was a fire”; \WWhen the researcher heard those words, it brought to mind
an image of a blazing fire. However, as the heat intensified, the researcher
experienced shock and helplessness. In that moment, the researcher made the decision
to stay motionless. The imagery was so vivid that it felt real. However, as the
temperature rose higher and higher, an overwhelming feeling of helplessness washed

over the researcher compelling the researcher to remain immobile.

Continuing the researcher’s exploration with the monologue allowed the researcher to
incorporate thoughts and emotions while following their instincts to establish

connections in order to overcome any disconnection from words or sentences.
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3.3.3 Selection and Polishing

After exploring all the exercises and fully connecting with the conversation
researchers enter a part of making selecting and polishing them. As an example of a
conversation where Miss Julie talks about her mother. Throughout this conversation,
it becomes evident that Miss Julie tries to handle everything on her own but
eventually opens up about her parents’ thoughts and stories during her childhood. One
of her choices is to turn to intoxication as a coping mechanism. Consequently,
researchers decided to explore the concepts of circles and curves related to her
intoxication as the idea of trying to project that she is okay. However, as Miss Julie
continues sharing her story it brings forth conflicts within her character, allowing for
choices and involvement of elements. For instance, there is an Axis Point when Miss
Julie struggles with stammering while speaking or when she expresses emotions
intensely highlighting her nature. Moreover, the element of a shifting relationship
starts off as a storytelling moment. It gradually has a profound impact on Miss Julies
emotions. As a result, her feelings and aspirations undergo changes throughout this

Scene.

Figure 10: Selecting and Polishing process

&

Sarinyainger Olsson
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3.3.4 Data Analysis through Lecture Performance

Following the researcher’s examination of all four scenes, the researcher proceeded to
analyze the four chapters, the gathered data, and the actual performance recordings to
assess the study findings using Lecture Performance. The researcher chooses to record

four scenes of her own performance and showcase them to the audience.

Figure 11: Lecture Performance

Miss Julie Lecture Performance

2021-09-04 20:17:23

3.4 Conclusion

From the desire to address personal performance issues and aspire to be an actor who
can skillfully express emotions through body movements, the opportunity to explore
and experiment with Pichet Klunchun’s principle of No. 60 in a short period caught
researchers’ attention and resonated with them. Consequently, researcher had the
privilege of incorporating these principles into their practice enhancing their acting

skills and gaining effective access to diverse roles.

At the beginning of the workshop, Pichet Klunchun structured the training by

introducing elements of these principles similar to how dancers approach their
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practice. However, due to experience in physicality, the researcher noticed that their
body movements tended to be repetitive and lacked exploration of new dimensions.
The researcher attributed this limitation to being unfamiliar with working with their
body at that stage of the workshop. Nonetheless, as the workshop progressed, Pichet
introduced exercises centered around breath control. These exercises added dynamism
and freedom to the researcher’s body movements. Through repeated practice under
Pichet’s guidance, it became evident that researchers were gradually understanding
and grasping elements of the principles. He then started giving intricate exercises
incorporating all six elements and gradually involving more people in the practice.
This enabled the body’s movements to give rise to stories and connections with others

based on impulses.

Once researcher understood the principles of No. 60, the phase involved working with
the roles. During this stage, researcher practiced independently while also receiving
guidance from facilitators. After reviewing the principle of No.60 and understanding
the text and character deeply, researcher began incorporating these principles into the
performance. To start this process, researcher explored all the elements through
physicality, initially focusing on the monologue. However, as researcher worked on
expressing the words, researcher realized there was a need to work on elements that
initially felt disconnected. Gradually, researcher integrated them into sentences until
researcher performed the full monologue. During the rehearsal, if there was any
disconnection from a part of the text, researcher revisited it to enhance the

understanding of it and strengthen the connection with the character.
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By breaking down and analyzing each word in detail, researcher was able to express
the role and establish a stronger connection with its essence. Even though researcher
may not have personally experienced what the character went through, researcher
found that using the elements helped researcher effectively convey their desires. The
process began by embodying and internalizing the characters’ movements in the body
and then incorporating expressions to convey different words. Gradually, researcher
reintegrated these body movements into the characters movements while still utilizing
the elements. This whole process culminated in selecting and incorporating them into

researcher performance.

As a result of this training, researcher felt a sense of liberation during the performance
without any tension or relying on body movements. Moreover, researcher were able to
communicate the characters desires. Researcher utilized these techniques for actor
preparation before entering a scene and during the performance to connect with the

actions or words throughout the play.
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CHAPTER 4
RESULT AND DISCUSSION

The researchers’ journey into the principle of No.60 under the guidance of Pichet
Klunchun was an exploration of self-discovery and artistic growth. The workshops
offered a blend of theory and practice creating an environment where the researchers’
understanding of the principle of No0.60 evolved from a concept to a deeply ingrained
practice. Pichet introduced six elements which served as the foundation for this
exploration and provided a roadmap for the researcher’s engagement with these

elements.

The initial workshop with Pichet Klunchun was an opportunity that immersed the
researcher in the world of the principle of No0.60. Through curated exercises by
Pichet, the researcher established a connection with their own body and that of their
partner. This collaborative participation became the steppingstone for in depth
exploration driven by the researcher’s growing curiosity about the underlying theory
behind the principle of No.60. The researcher’s involvement extended beyond
attending workshops; the researcher also had meetings with Pichet Klunchun to dive

deeper into unraveling this transformative principle.

A significant aspect of this exploratlon was a workshop facilitated by both Pichet
Klunchun and Kornkarn Rungsawang, performer from the Pichet Klunchun Dance
Company. This workshop was a shift from theory to practice providing a hands-on

opportunity to experience the principle of No.60. It began with an exercise that
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covered all six elements of study where the researcher engaged in an exploration
alongside their partners. The goal of this phase was to understand the No.60 elements

and develop a methodology for researching motion.

During the workshop, the focus was on the Energy element specifically exploring the
“Vagina Dance” technique introduced by Kornkarn Rungsawang. This innovative
dance method emphasizes using organ muscles as a language for dancers to connect
with their movements on a level. Guided by Kornkarn, the researcher synchronized
their breath with the Vagina Dance emphasizing how breath plays a role in achieving
alignment and control over movement. Throughout this process, an intricate interplay
between imagination and guided breathing emerged as a theme ensuring that breath
awareness is not merely mechanical, but an immersive experience driven by one’s

imagination.

The application of the principle of No0.60 extended further into exploring Synchronic
Limbs and Circle and Curve concepts. The researcher investigated into five actions:
stretching, contracting, flowing, sudden movements and hesitation movements. This
exploration aimed to understand how these actions connect within the body and
interact with surrounding space and objects. Intriguing findings surfaced, including
the significance of using legs for maintaining body balance during stretching and
contracting movements. Additionally, the profound influence of factors like water and

air on sensations and movements was discovered.
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Exploring the space around our bodies opened up a world of possibilities. The
researcher gradually expanded their awareness beyond themselves embracing the
surrounding environment. Engaging with objects like chairs shed light on how
flexible their roles and meanings can be, emphasizing the relationship between

individuals, objects and the external world.

The Axis Point and Shifting Relation aspects brought attention to precision and
intentionality. Collaborating with partners, the researcher explored into qualities such
as precision, hesitation, suddenness, directionality and softness within themselves and
in communication. The interplay between these elements showcased responses that
could be elicited when combining points within one’s body and relating them to shifts
in external space.The researcher’s exploration of the No.60 principle took them
through a rehearsal process consisting of three parts: exploring each element
individually delving into words and phrases deeply and finally selecting and refining
their choices. By breaking down each element through word-by-word exploration, the
researcher created a foundation for internalizing complex emotions and establishing
connections within the context of their script. The researcher’s analysis of words, like
“freedom” ““acting like a boy” “complete destruction,” and “ordinary” revealed a level
of engagement that went beyond the surface. It allowed them to connect with the

character’s experiences and emotions on a level.

During the phase of selecting and refining the researchers enhanced understanding of
the principle of No0.60 translated into their performance. The researcher chose a

Monologue where the character, Miss Julie discusses her mother applying No.60
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concepts to convey the characters desires and conflicts. Exploring ideas such as
circles and curves within the context of intoxication uncovered layers in Miss Julies
attempt to maintain normalcy despite turmoil. The Axis Point and Shift Relation
elements became evident through moments of stammering and intense emotions
highlighting how dynamic the characters feelings and aspirations were throughout the

Scene.

Through this exploration it became clear how profoundly the principle of No.60
impacted both the researcher’s acting skills and self-awareness. Their journey began
with grappling body habits. Eventually, led to a sense of liberation and deeper
connection with their own body. The meticulous analysis of words and phrases
combined with an embodied understanding of the principle of No.60 elements enabled
the researcher to portray characters in a nuanced way that felt authentic and
connected. The newfound sense of freedom was not visible in the researchers practice
but also in their collaborative efforts with partners. These collaborations fostered

connections that grew deeper through shared exploration.

In essence, the researcher’s journey through the principle of No.60 represents a path
of growth. From laying foundations to putting them into practice, from overcoming
limitations to experiencing a sense of liberation, the researcher’s involvement with
No0.60 demonstrates a deep dedication to the art of acting. The principles they learned
and embraced during this exploration serve as a perspective that enhances their ability
to convey emotions connected with characters and contribute to the vibrant tapestry of

theatrical performance.
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CHAPTER 5
FINDINGS AND IMPLICATION

Researcher believes that training in the principles of No. 60 acting workshop requires
an amount of time and dedication. Actors need to undergo training to ensure their
muscles are in condition and to be able to creatively and diversely apply the exercises.
This training allows them to improve their performance in aspects such as voice work,
emotions, understanding character motivations handling situations and embodying the

physicality of the character through gestures, postures, walking, standing and sitting.

The principles of No. 60 serve as a tool for working with an actor’s body by using
preparation to connect the body, voice and emotions while exploring the text. It is
important to note that this process is more ongoing than being a product since there is

always room for further development.

During the research period, researcher primary involvement focused on conducting
searches and participating in exercises aimed at addressing the characters’ state,
physical movements, vocal expression and textual elements. However, it is crucial to
acknowledge that these efforts represent the phase of exploring innovative theories
and experimental practices within actor training. This research serves as a step
towards discovering a methodology, but its practical application is currently limited to

early stages of an actors practice.
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