	
	
	



[bookmark: _Int_xxcWtVQH][bookmark: _Int_szGF5pgs][bookmark: _Int_nJYC1DHu][bookmark: _Int_qLq9ihEq]I have learnt that warming up correctly and efficiently before every session over the last ten weeks is key when connecting our minds and bodies to the space because as actors our bodies are our primary instrument (Callery, 2001, p. 22). I found exercises such as throwing a tennis ball in a circle where we would warm up physically and mentally at the same time to be most effective as it is what I found could connect me to the space best. When entering a room, I also found it best to stick working in conditions that made everyone happy and not making anyone uncomfortable when working on ideas such as group work and my poem (Grotowski, 1968, p. 214).
When exploring Jacques Lecoq’s ‘Seven Levels of Tension’ (Farmer, n.d.) by moving around the space and interacting with the architecture around me, I found it interesting to see how the body makes different connections due to the state of tension it is put in and feeling those seven levels of tension as a performer. I found this to be great exercise to use within story telling as you can show a character going through different states of realization in a short amount of time, this was the main reason I used this technique so heavily in my piece. Since my poem is about this clown that is stuck on the moon, I imagine he would feel quite passionate about wanting to escape the solitude he is feeling - I believe using Lecoq’s levels allowed me to display that struggle and want for escape as best as I could.
[bookmark: _Int_LG0n3Cyp]As Lecoq said “when no words have been spoken, one is in a state of modesty which allows words to be born out of silence” (Lecoq, 1997, p. 29). I think that using the power of silence before any words within my piece not only helped display that first level of tension but also allowed a story to form before words are even spoken. It allowed my partner and I to rise, enter the space with each other and interact before any words were spoken.
[bookmark: _Int_jL2ewLRQ]When being put into partners to work on poems, my partner and I explored the use of Hand Hymns by Frantic Assembly which Word Press (2013) describes as “to physically interact with a partner using only each other's hands.” At first, I found this exercise quite awkward as I did not know where to look and my partner and I would move at the same time which led to it being stiff in movement. That being said, after we ran it through more while additionally adding the lines from my poem, I think we both became more comfortable, and I was able to embody my character further as it felt more fluid. I added the use of Hand Hymns in my piece because of it was a flattering way of using my partner to help tell the story of my poem, the idea I had was that I would interact with my partner using this exercise by starting of slowly and picking up the pace to show the increase of tension throughout. By the end, my partner would be pushed to the flow and lay their stationary which would show that he was metaphorically the earth that my character had wanted that connection with all along.
During one lesson we explored the use of Laban’s ‘Kinesphere’ (Newlove and Dalby, 2004, p.29-38) work where we worked solely in a limited space of an imaginary box. This exercise is described as standing in a large imaginary cube and being able to visualize it around your body and then exploring the cube while enjoying the feeling (Newlove and Dalby, 2004, p.29). I explored numerous ways of reaching out in my cube while changing the tempo of each movement and seeing how that tells a different story as opposed to moving from one side to the next. Additionally, I also looked at various levels to incorporate as well as the tempo to truly get the full experience. This showed me there are diverse ways to explore the room without moving, you can tell or experience a story from being in this cube alone. It gives the audience the impression that the actor is stuck in one place and can only move as far as the cube lets them, which could create the narrative that the character is living a life of solitude and loneliness. This exercise taught me how powerful we can make a performance from just being in one spot and not allowing our physical selves to put us down, allowing myself to be free in the cube and not being judgmental of myself. I think adding this to my performance was insightful as it gave the audience that sense of the character I am playing is stuck in this place of solitude with a means of escaping.
When exploring Laban further we also looked at ‘The Eight Basic Efforts’ (Newlove and Dalby, 2004, p.145) and how changing elements such as time, weight and space can affect one's movements. I explored this further myself by applying them to daily movements such as brushing my teeth and walking etc. I found it helpful to see how changing just one element slightly affects the effort you are portraying. Overall, this exercise was insightful to me as I thought I could incorporate the seven levels of tension I discussed earlier into the eight basic efforts – seeing how each type of tension links to an effort and using that to bring my piece more to life (see below):
For the first three cycles of tension, my partner and I will follow the moving arm.
Exhausted – Direct/Sustained/Heavy/Bound = Press
Laid Back – Direct/Sustained/Heavy/Bound = Press
Neutral – Direct/Sustained/Heavy/Bound = Punch
After this cycle, my partner and I will have our eyes locked to show that curious level of tension. 
Curious – Direct/Quick/Light/Bound = Dab 
I begin to move around my partner while remaining in my cube.
Suspense – Indirect/Quick/Heavy/Free = Slash
I chuck my partner out the cube to show that level of suspense and my character will try to push out of that cube but will be unable to so will explore the cube in the next level of tension as a means of escape. 
Passionate – Indirect/Quick/Light/Free = Flick
Tragic – Direct/Sustained/Heavy/Bound = Press
I end frozen and kneeling to show that my character has always been stuck in the cube which is metaphorically the moon throughout.
As each level of tension rose, I tried to utilize Bogart’s viewpoints on voice when using different ranges of tempo, duration, and pitch etc. to show those higher states of panic (Bogart and Landau, 2005, 106-107). I found this helpful because it showed the struggle my character is going through with different ranges from just my voice.

During the ten weeks I explored many exercises that I found both helpful and unhelpful but did not use within my piece. I thought the use of techniques and practitioners I had already used allowed my mind and body to connect with the piece best. I found exercises such as Wangh’s ‘Stream of Consciousness Warm-Up' (Wangh, 2001, p. 17-18) insightful but not helpful for me as I thought it did not allow me to connect with my body as much as I hoped.
Overall, if I were to do this module again, I would feel a lot more confident and comfortable within myself to apply my newly found knowledge of different practitioners' techniques to help inspire my work.
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