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“An actor can only be guided and inspired by someone who is whole-hearted in his creative activity” Grotowski, J. (1968)1, this quote stood out to me in the process of working as a theatre company or a team, it made me develop the idea of working as a team, it made me feel confident in myself to have that ability, as I feel I can be a good leader and listener. From this quote I understand that the actor or the theatre company must put all their work into the process, to be able to fully understand each other and the story of the performance. Another statement I focused on was the 7th of 10, Focusing on order and harmony in the space of a professional area. I found interesting the concept of not using one’s memory to take focus into account for the actor; “We must not rely on our memory unless we feel the spontaneity of our work is being threatened, and even then we must keep a partial record” Grotowski, J. (1968)2

In today’s session we worked on image walks and the different affects that your body can have when it comes to having mud on the floor etc. I found when our bodies were meant to feel under the ground, that was quite interesting, when initially hearing that rule, I was confused but then realised that my feet should be stuck to the ground while walking, like gravity was heavier and it was really taking a toll on the weight of my body. This can be useful in connection with flocking and the nature of the reaction of the human body. 

While using maximum pushing exercises, I felt the isolation of different parts of my body stretching, especially in the shoulders. I focused on it, and felt the tension I have throughout my body, this warmup could be useful for me, as it is allowing my body to calm down, and become more focused for putting emotion into a performance etc. 

In plastique’s I found isolation in different parts of body very inventive, finding yourself through your body and understanding how the rest of your body reacts to your focused movement is quite interesting. There are movements which go from joint to joint as mentioned in Stephen Wangh’s book; (2000)3 “The head and neck… The shoulders… Each elbow… The wrists… The hands and fingers” When using this information into my acting I feel that while becoming a character, it is important to put every isolated part into the character.
In today’s session we focused on Wangh’s stream of consciousness, while lying on the floor I felt that tension in my body, I didn’t want anyone to judge me, or make a mock of the movements that I may go through in the warm-up, I felt a lot of stress and didn’t feel comfortable with where I was, so I moved to the corner of the room, I felt I could really connect my inner thoughts with my outer thoughts and allow my body to be ready for whatever headspace my mind is in.
What I found interesting is I found it easier to move my body through Isolation, and have a phyco-physical connection with music rather than without, in a performance space there may not be music, so it is important for me to learn that I should try to adapt my emotional gesture to the thoughts in my head, rather than the connection I feel with the music. 

During composition the adaptation of lamentation creates an image/multiple images that can be processed into any perspective that is thrown onto the table. In this exercise I felt the emotion throughout multiple times of doing it, I felt it is an important process to becoming emotionally adaptable to everyone else performing with you. As well as lamentation there was the experiment of exultation. I felt creating an image for extreme happiness is a lot harder than sadness, because at this moment in time it is something that is more perceivable. A positive about this is that in my daily life I can recognise the movements that I do that could affect the people around me and how I feel and adapt to them.

Using Laban movements with our poetry, I experimented movements with one line from my poem “Do Not Go Gentle into That Good Night” Thomas, D. (1952) 4 In a rushed circumstance, it didn’t work because of the tone of the poem, but the experimentation was the important part of the process. I felt like experimenting with the obvious notions were successful in allowing me to find one that worked best for me. Using flock, we were able to present different emotions and reflection through the movement of one body across a subliminal space, this made me feel a connection in the room as one body, I felt a complete connection across everyone’s bodies. Including the vocal side of this work, we can adapt to the emotions through the 8 basic efforts, I loved discovering the use of the diaphragm of different tension across each word, I believe that it is important to get used to using the diaphragm instead of the throat or head in most scenarios. Involving complicité you can devise these segments of theatre and culminate a diverse and tactical, emotional journey through imagery and intention.

Picking an animal, I instantly created an image in my head of my environment, choosing a gorilla, I saw a jungle, plants etc, but I didn’t want to, I wanted it to be just the gorilla, so I changed what I did each time, as I should with a new image, and became a different gorilla, I didn’t like the lack of option, I think it would have been effect to choose more than one animal, that were relevant, so that I could focus on making my movements more versatile.

We explored the Pina Bausch’s basic grid line Bausch, P. (2018) 5 in the motion of walking around the two triangles I noticed that the corner points were interruptions from other people, e.g. If two separate group were moving at different pace’s that would create break-ups in each of the groups. I felt that while I was moving at a faster pace, the positioning of my body naturally went into a “power stance”, chest out, head up, I corrected myself and focused on staying neutral. Making use of counting 8 steps across each line was important, and in a performance, it would help me to understand the amount of space I have on the stage.
I learnt Bausch’s “Nelkin Line” and focus on the matching 8 steps that go along with the rhythm, I felt it harder to become more in sync while everyone was involved, I struggled to keep at the same rhythm as everyone else in the 8-step count.

In the rehearsal today, we went through our plan of complicité and poems and devised them together, while going through the first poem we felt the best course of action was to use Jacques Lecoq’s ‘Fundamental Journey’ to import our individual emotions and feelings. We then noticed that it didn’t work so we scrapped that idea and used still images instead because that would help create more of an emotional stance across the audience, and for me internally.

In today’s session we decided to input our own individual chair movements to put more time on the pieces, after performing in front of everyone, we received feedback; I noticed that we need to slow down and think about what we are performing, if I move, I need a reason to move, possibly a different thought or dialogue to contrast the inner and outer physical actions.
I felt a sense of inner peace while using my Kinesphere throughout different parts in the piece, my separate physical performance was indulging, next time I would try and adapt to my space more.
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