When tasked with choosing a poem, I knew I wanted to use a poem that I knew well enough to perform comfortably. This was a risk I was willing to take and had discussed with our lecturer, the risk being that because I had previously worked with the literature that I wouldn’t be able to expand or explore upon what I already knew. However, I think I approached this risk skilfully, as I have since matured since last reading and have had new ideas about my chosen poem, “In Cardigan Market” by Brian Morris[D]. 
 
As mentioned above, I had new ideas about “In Cardigan Market” through a discussion with my lecturer. In this discussion, I noted how “In Cardigan Market” both alienates and sexualises Auntie Jane Fish through grotesque language with a sexual undertone, i.e. “Her phosphorescent flesh’s steaming glow Drips female sweat and friendship. Traders know Men come for miles and buy from morn till night.”[D] This discussion would later prompt and work itself into my assessment. In response to dehumanising Auntie Jane Fish, I often thought to dehumanise the chorus, through asking them to remember Jacques Lecoq’s Laws of Motions, or more specifically his use of animals and animal study[C].
 
In my piece I wanted to emphasise my voice, as I was intrigued by Anne Bogart and Tina Landau’s Vocal Viewpoints described in their book, “The Viewpoints Book.”[A] I specifically wanted a contrast between my voice in which I increased volume, and the chorus’ voice in which I decreased volume. I also worked with the distance between the audience and the chorus, requesting that they interact with the audience and invade the space. In addition to this, I took inspiration from Jacques Lecoq and his use of the neutral mask[C] to emphasise the physicality of the chorus, by asking them to maintain neutral expressions throughout my piece. Using the method of plastique[E], I mostly isolated the voice and the hands of the chorus.
 
On the topic of Vocal Viewpoints, the one I’d say I use most in my piece is the viewpoint of Timbre[A]. I use this to show off different emotions, enthusiasm and shock, disgust and anger. I do this to highlight the inhumanity found within the piece. To start, I used a guttural timbre on “She is rough, rawboned, fat and toothless, fifteen stone of grin And grumble.” as a suggestion from my lecturer to help mystify Auntie Jane Fish, calling imagery of carnival barkers and ringleaders by showing loudness and confidence, and a nasal timbre on “She stinks enough of fish to change the colour of the lights.” to invoke a sense of sickliness and otherworldliness, as in my opinion this line does an excellent job of making Auntie Jane Fish seem out-of-this-world.  
 
Speaking of physicality, the feedback we received indicated the audience wanted the speaker (me) to use my body more and to compensate for this I made strict distinctions between when I was a viewer of Auntie Jane Fish and when I embodied Auntie Jane Fish, making my body language heavier and more bound rather than the freedom I presented as a third person, taking from our experience with Laban’s effort actions[B]. 
 
Speaking about physicality, I feel a missed opportunity is a lack of mirroring and echoing, such as having the speaker make a move and the chorus repeat it in succession or using flocking to emphasise the alienation of Auntie Jane Fish. As a creator, I feel that this would have created a captivating sight for the audience, however despite this I am very confident and content with my work. 
 
I am proud of how the assessment went. I feel I conducted myself in a work-appropriate manner, collaborated with my team when appropriate and achieved what I wanted: to incorporate audience interaction, and show off the individualistic talents of both voice and movement while developing the partners’ skills at the same time. To put it simply, put work movement into the voice priority (the speaker) and voice into the movement priority (the chorus).
 
From a critical standpoint, I think I would’ve liked to incorporate more experimentation with the audience. A way I could have accomplished this would’ve been to experiment with the placement of the audience; rather than all seated in one position to instead perform my piece in the round, giving performers a feel that they are being watched to a fuller extent and adding to the performative feel of “In Cardigan Market.” This would have also granted the chorus to use more space and would have meant that the speaker couldn’t avoid being seen. However, this avoidance of being seen and highlighting of my voice was one of my goals, which from the audience feedback I had seen was achieved.
 
Another element I would’ve liked to experiment or extremify would have been space. As I mentioned previously, having the audience in the round would’ve allowed for the chorus to use more space however if given more time I’d like to push the physical boundaries and incorporate the viewpoint of spatial awareness - how close can one actor be to another, to a group, and to the architecture[A].
 
In a follow-up lesson, I was tasked with two exercises I had not thought to use before: solo work, and silence. It was through these simultaneous exercises that I realised a flaw with my previous work, a personal reliance on spoken word rather than physical body. I found myself struggling to encapsulate what I wanted without spoken word, and while I acknowledge that this assessment was a collaboration between voice and body, upon reflection I do believe I could have used more of my physicality. 
 
Regardless, going through my movement alone but more of a focus on myself, whereas before the focus was more on the chorus and how they could interact with the audience. With this insight and given time to revisit my assessment piece, I would love to place more focus on the speaker. I would explore having just the speaker (when embodying Auntie Jane Fish) and the audience and see what emotions are conveyed, and I would further explore audience interaction but with the speaker instead of the chorus. These are just examples of what and how I would use this point of reflection in my piece. 
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