Process work book: voice and movement
I began by selecting a poem. I didn’t want to use a conventional poem, I wanted more of a narrative. As this would allow me to construct a character and give more reason to what I’m saying. After reading through a part of the book Innovation’s in Narrative and Metaphor by Esther Fitzpatrick & Sandy Farquhar they discuss the similarities and differences of this balance I was trying to find. They talk about the two as a “symbiotic relationship” how a metaphor elaborates a narrative and narrative weaves together metaphors that on their own seem out of place. I chose ‘The Fish’ by Elizabeth Bishop. It felt really different although it was long, it had an interesting Volta with themes exploring, the destruction of nature and how we are helpless to stop this destruction, which felt important and intriguing as The poem just looks at someone catching his first big fish and his feelings towards this.
When I started practising the poem I was very literal and struggled finding movements that were engaging to watch so instead I worked on who I am as a character. Originally I saw the character as quite young but there were contradicting lines to do with “fish line” and ‘‘hooks’’, that a young novice fisherman wouldn’t know. When reading through Stella Adler’s “The Art of Acting” she talks about how circumstances should dictate character development reinforcing how the actor needs to think about each line and fully integrate them into the character. I therefore developed a justification for the character being younger and retaining the core theme of the destruction of nature by identifying fishing as a family tradition which explained how he would understand lines talking about “Gunnels” and “Wire Leaders”.
I start the performance very active. Bounding into the space proud of my achievement of capturing the fish, this shows the character’s childish attitudes. I tried applying some Laban movement to the character to show the audience I’m flexible, light and free, having that childish “flicking” ecstatic energy. 
[bookmark: _GoBack]Later, there’s a trust fall followed by me falling forwards showing the similarity and parallel between me and the fish. By demonstrating this literal imbalance, I aim to depict how people are exploiting nature too much and eventually we’ll collapse on ourselves. I wanted a real reaction from the audience when I hit the floor so this was a perfect way using the cold linoleum floor to make a sharp slap and also symbolise a fish being caught and dropped in a boat. Thinking about the architecture of the room and how to use it to my advantage is something Anne Bogart talks about in her book “The Viewpoints Book a Practical Guide to Viewpoints and Composition,” How does the space affect you and how can you use it? The hitting of the ground was on the line “He didn’t fight. He hadn't fought at all,” This has a dual meaning. I showed this vocally through having me say one line and my partner saying the other. The dual meaning being the fish doesn't fight and has already given up and doesn't want to “fight”. Also reflecting how humans aren't doing enough to help nature and will ruin themselves in the process. By the character thinking about the act of catching the fish, I considered this connection to how the younger generation can change the future and not repeat the mistakes of the past.
I hadn’t considered using a partner until it was suggested. Having a partner in the space allowed for fluid movement between me looking at the fish to being the fish, thinking about what I’m doing to the fish and the bigger picture of what the fish represents throughout the piece. The reason why I kept my partner so static is because I wanted to symbolise a mounted fish on the wall. From the beginning I wanted the fish to be seen as an object, the fisherman being careless with it but also admiring it, talking about its beauty but also showing how it demonstrated his skill. The terminology “his brown skin hung in strips like ancient wallpaper” gave me images of a treasure hunter, taking little care about what they are doing, when destroying historical artefacts. I showed this through quickly darting past my partner to the imaginary walls behind me. 
Swiftly after this the character comes to a realisation that this is a living creature it is “breathing,” with “flesh,” and “bone”. I take the section starting “the frightening gills,” very slowly as the character I am portraying processes that something he’s been taught and been instructed to do is wrong, and I represent this through using my hand like a wilting rose (which I previously picked up on the line “shapes like full blown roses,”). The rose was an abstract expressive movement and not behavioural, linking to Anne Bogart. She suggests all actions are either expressive or behavioural. Expressive actions showing feelings and sensations and Behavioural actions showing physical actions i.e. pointing. The Rose action is expressive as its showing how the character sees there is beauty in nature but its slowly dying. This is further emphasised by my partner resting their fingers on my shoulders and slowly moving them representing gills. The sense of panic a fish feels when out of water and the new sense of panic the world is feeling as it realises it is killing the natural environment. From this point onwards I tried escalating the energy into a panic. Thinking about Jacques Lecoq 7 levels of tension being at a 5 on the scale having this unnerved suspense and crisis to my voice, pacing in front of the stage. 
When looking at the line “If you could call it a lip”, I tried to develop the character becoming angrier due to his frustration at the imbalance in nature. I felt this was too strong but this segment is something I returned to later with my partner. We discovered that it was more a hopeless fight, I wanted, rather than an anger that resulted in me fully supporting my partner as I struggle to keep us up. This is to show the losing battle with nature. 
After, the piece slows down, as there’s a guilt felt by the character. We return back to the motif of my character representing the mounted fish, but now my character is taking more care and is apologetically looking at the animal. Returning back to this position reinforces the change in mind set in the character. How he no longer objectifies the living creature and is instead letting himself be controlled as he’s thrown to the ground from his “aching jaw”. 
The last section is a real shift thematically and vocally; it starts by baiting the audience by thinking he catches the fish as “victory filled up the little rented boat”. Talking about his rusty boat spilling oil and being a mess, to an extent commenting on the way we exploit nature. I struggled with this part, I couldn’t add movement to it but felt very static so knew I had to change it vocally to make it engaging. I started practising the section quite informally similar to the energetic younger voice in the beginning which really shocks the audience at the end when I let the fish go. However, the entire poem is a realisation of the destruction of nature and having such an energetic ending felt wrong. I changed to speaking very slowly, taking long pauses between lines, as the character thinks about what to do in his mind. I used Lecoq’s Fixed point work to picture the boat in my mind. Vocally it was too low as the ending is more about hope in a dark place, making up for past wrongs rather than saying the word is over. Getting this vocal balance is difficult and I tried it in many different ways, stressing different words, changing timbre, dynamics and tempo (Again referencing Anne Bogart's work on viewpoints in voice). I eventually settled on a blend of the original casual attitude with a darker undertone that ends in a positive uplifting light. 
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