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Movement Practice: Reflective Summary 
The movement practice module consisted of a range of movement and vocal technique classes with the intention of improving both physical and vocal skills to further develop our practice. This module has proven to be one of the most insightful but also the most challenging in my personal experience.  
 The first technique I found to be beneficial to my own practice and I believe later developed my movement piece was the Grotowski's ‘plastique's. The exercise is there to promote slow controlled movement without any specific rhythm or dramatic theme. It is about fully committing to a movement, allowing your mind and your body to be completely unbound and freeing yourself from any viva negativa. 
[bookmark: _Int_e1SsJYa2]This technique further supports the importance of ridding yourself of any psychological boundaries as explained by Callery “body is the actor’s primary instrument. To be brave and open requires a sentient and responsive body free from the limitations imposed by self-consciousness or fear. “(Callery, 2014, p22) In the very beginning of this module I feel as though I was unable to fully immerse myself in the exercise and leave any fear at the door, but as the module went on, I felt as though I did improve as I incorporated the plastique's isolation technique to the reciting of the poem. 
 
For example, due to an ongoing health issue with my voice/throat, I was unable to recite the poem live, so I recorded myself reciting it. The reasoning behind the isolation was to physically express the emotions I wanted to express but could not convey through vocal inflection and dynamism due to the vocal limitations. With the isolation I wanted to use a lot of tension in the beginning to show the grief and the suffocating pain that you experience when you lose someone. I wanted to end with the tension slowly releasing as the poem progressed to show how over time that subsides, and it becomes more of a bittersweet feeling where you reminisce and can smile about the memories you had with that person.  
 
And while I feel as though I improved in some respects, this exercise enabled me to push myself out of my comfort zone, and while I do not think I fully explored the extremities of what my body was capable of I was able to understand the technique and incorporate some aspects to my final piece. 
 
 
 
 
 
 
Lecoq mentions how “Movement is characterised by a displacement in relation to stillness. There is no movement without a fixed point. Everything that moves is recognised according to a chosen element referring to the immobile.” (Lecoq, 2006, p81) and the way that I interpreted this quote was that without a focus or an element of stillness there would be no movement. An element that really intrigued me and something I wanted to explore creating my piece was using a fixed point. I wanted to play around with the idea that my character was being forced into leaving their loved ones and passing to the other side. And that the fixed point would be the one in control of me and what I was doing. I was able to achieve this to a certain extent, but I do feel as though I could have prolonged this during my individual movement, letting the piece breathe and not rush quite as much. But this element worked effectively in our Complicite piece. I feel as though it brought an eerie and intriguing aspect to our piece.  
 
Laban’s technique was created by Rudolph Laban, who is well known for his impact on the dance world. Laban created the technique with the intention to be able to describe, visualise and interpret movement. It is alternatively known as the language of movement, and it breaks down movement into categories.  
[image: ]
(Pugh,2021) 
 
I found that this exercise and the exploration of the different efforts to be insightful and I found this to be a lot easier than the plastique’s exercise in terms of my body and mind being unbound to any fear. I was surprised at how comfortable I was to move around the space using characteristics of my chosen animal with different intentions each time. I felt it a lot easier to be bolder with the movement when having an intention of why I was moving.  It enabled me to realise the various levels of movement that my body was capable of when given an intention.    
 
Laban's efforts enabled me to recognise what the intention of my movement was and how I wanted to convey that through the body. For example, in one part of my movement I wanted to use flicking to represent that my arms were being held back. I also wanted to incorporate elements of bound and free movement. Experimenting with quick and sustained movement to explore how I held a certain movement for would affect the look and feel of the piece. 
 
 
Throughout the module I have had positive breakthroughs and what felt like a bombard of obstacles throughout. The most prominent obstacle being my voice. Due to an ongoing medical issue this made exploring the vocal dynamics aspect of the module extremely difficult but once finding a solution I was able to then throw myself fully into the movement aspect. These challenges changed my perspective on not only my movement but also my poem. I experienced a big loss midway through the module which gave a whole new layer of emotional response in reading the poem and the intention of my movement. As something I could not personally relate to previously suddenly became very real and sensitive.

In one of Grotowski's principles number 7, he states “in this respect his health, physical condition and all his private affairs cease to be just his own concern” (Grotowski, Barba and Brook., 1975, pg. 216) I was able to achieve this to an extent. Because although I did use those fresh emotions to enable me to delve further into the vocal delivery in one of my recordings. Which I did not end up using for the final performance but wish I had. I was able to show up to rehearsals focused and ready to work. Which made me realise just how resilient I can be. 
Having so much to contend with but still powering through and trying my best, being able to look after myself both mentally and physically through the use of meditation and exercise. In order to be focused and able to continue with tasks. Grotowski states that “The rule here is not just one’s compulsory presence in a place of work, but physical readiness to create.” (Grotowski, Barba and Brook, 1975, pg. 217) this module opened my eyes to just how important looking after your health is, to be able to create. Especially within such a creative field, you must be healthy in both body and mind to be able to produce work that you are happy with. And I really feel like I have been able to receive that valuable knowledge and apply that to my practice now, as I have become a lot more conscious of how much sleep I am getting, that I am eating well and listening to my body when I have pushed it too far in terms of physical exertion or not stretching or preparing my body enough for rehearsal. 
It has enabled me to realise just how vital the use of our bodies is in an applied drama perspective, especially within a forum theatre aspect. Especially to portray certain societal issues it is crucial that it is done in an unoffensive and authentic light, which raises the issue in a way individuals of society can recognise and relate to. Thomas states “spectating will involve the spectator making sense of the viewed object...” (Thomas. 2009, pg. 126) further solidifying just how important it is that the image is clear to the spectator. 
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SPACE/FOCUS | TIME WEIGHT FLOW

TIME
PUNCH Direct Quick Heavy Bound
DAB Direct Quick Light Bound
PRESS Direct Sustained Heavy Bound
GLIDE Direct Sustained Light Free
SLASH Indirect Quick Heavy Free
FLICK Indirect Quick Light Free
WRING Indirect Sustained Heavy Bound
FLOAT Indirect Sustained Light Free




