Beatrice Still (2004772)

Movement Practice (ADPA4011) Coursework: Process Workbook 
Beatrice Still 2004772

The culmination of our work for the movement practice module was a performance based around the impact of Corona Virus. Throughout our composition of the assessment piece, we have drawn on our work with practitioners to evoke the theme of isolation during lockdown. To define the sections of our piece, we reviewed specific exercises from past sessions.
We considered it affective to start in close proximity, in three tableaux which conveyed an image of unity and life before Covid 19. The first being a group selfie, the second being a team ‘hands in’ movement, and the third being an image of a celebratory toast. During our work with Catherine Bennett from Volcano Theatre, we devised a scene in which we shifted from tableaux portraying family, into rabid beasts. Using stillness to depict contrasting mood was inspiring to us. This led to our group’s exploration of evocative sections of stillness within an assessment revolving around movement. In our rehearsal process we took Catherine’s advice about not getting caught up in structure and providing a beginning, middle and end. Instead, she suggested we focus on the crucial concepts we wanted to explore and let the structure naturally fall into place (Bennett/Volcano Theatre, 2020). I am certain that I will apply this strategy when devising pieces in future, as it made the initial rehearsal sessions far less daunting. 
After the triptych of tableaux, we spread across the space and moved into a line, to establish a wider ‘spatial relationship’ and fuller use of our ‘architecture’ (Bogart and Landau, 2004). This section was inspired by an exercise in our session with Marega Palser from Mr and Mrs Clark, called Hands Of Power, (Drama Menu, 2016). I believe this was an effective exercise to draw upon as it enabled us to substitute use of physical contact with my group. I was concerned at the beginning of this module about how we would find a sense of connection as a group, considering the barrier of social distancing. However, we evolved the ‘Stop and Go’ Complicité exercise in our sessions to develop what is described as an enhanced use of peripheral vision and a satisfying sense of unity (Callery, 2001). In this mirroring sequence we used our hands to symbolise how technology is bringing us together, whilst also acting as a barrier between us. I began the sequence being guided around the space by my hand and eventually all three of us moved in a smooth cyclical style around the space, each of us being guided by another person’s hand. The first use of this technique is a metaphor for the progression of Corona Virus, catching and controlling one person, then another, then another. To convey a societal sense of uncertainty, we separated out into the space in a state of physical imbalance, drawing on Jacques Lecoq’s writings on equilibrium (Lecoq, 2002). We then conveyed the use of technology mutating from positive and connective into obsessive and unhealthy. We decided to contrast the second symbolic use of hand-to-face imagery by changing the nature of the Movement Factors used. In the first instance, our movement was light and sustained. In the second instance it was heavy and quick (Davies, 2007). The use of tempo indicating the frantic nature of compulsive behaviour, and the use of weight indicating the struggle of obsession. 
The imagery of our third segment was established by moving into three separate ‘bubbles’ of isolation across the space. When we discussed our individual performances in Marega’s session, we found that there was an intrinsic relatability to our chosen concepts, which were based on a pair of photographs. Using an adaptation of our performances, we depicted the effects of loneliness and isolation on our lives and our emotional state. We began moving one limb and gradually brought the sense of narrative into our entire bodies, in a sequence of synchronised contrast. The use of ‘Plastique Isolations’, enabled us to draw upon our in-session study of Jerzy Grotowski (Wangh, 2000). These sessions were incredibly beneficial for me, as I began to see myself as my most valuable communicative tool, instead of being dependent on a script. Learning that emotion comes from within, even when it is based on physical movement alone, was a breakthrough for me as a performer.
In our final section, we used our relationship to the audience in a manner which was in keeping with Augusto Boal’s concept of abolishing theatrical norms by blurring the line between spectator and participant (Boal, 2002). We achieved this by requesting that the audience stand throughout our performance. We incorporated their presence by standing directly in front of a chosen audience member and using them as an invisible mirror, while staring into them in increasing states of distress. It was important for us to depict the changing relationship with our bodies that we experienced in lockdown, using Jacques Lecoq’s Seven Levels of Tension (Farmer/Drama Resource, n.d). This sequence was over a minute long, just enough for the audience member to begin to feel the effect of our proximity to them. The aim here was to portray vulnerability in a way that made our audience feel vulnerable in turn. It was also important for us to bring the piece full circle, starting with a clear image of unity and ending with a representation of a new, uncomfortable proximity.
Upon reflection, I would have liked to expand on our use of audience participation during the mirror sequence. In Forum Theatre, audience members are encouraged to alter the course of the performance and change the narrative. A potential exploration of this would have been for one of us to take on the role of ‘Joker’, prompting the audience to engage with the mirror themselves and express their own sense of body image (Boal, 2002).
Our piece was enhanced by the critique given by our tutor, specifically regarding the Hands of Power section and the final minute of our piece. Before this critique, the two uses of the Hands of Power lacked contrast, making it repetitive. This led to further definition of contrast, through use of Laban’s movement factors. It was suggested that we expand upon our use of the performance space during our ascension through the last three levels of tension. The addition of physical exertion and sense of desperation in this final section lead to an organic presence of vocalisation, which had previously been lacking. An increased use of presence and physicality in the space was also helpful in conveying the transitions through ‘reactive’, ‘passionate’ and ‘tragic’ (Farmer/Drama Resource, n.d).
Overall, I believe our performance was affective and well-rehearsed. We tackled the theme of life in the age of Corona Virus with personal authenticity and a relatable sense of emotion. Hopefully, this allowed the audience to interpret the narrative in their own way, and project their own emotional responses onto it. I feel that the sections of the sequence were firmly established but not strictly choreographed. This meant that we could communicate the narrative instinctively without being overly rehearsed or cerebral. Throughout this module, I have seen a tangible growth in my ability to use my body instinctively in the space, without overthinking or seeking to be ‘correct’ in what I am doing. The work in our sessions has taught me that my body is just as valuable when communicating emotion as my mind and voice. I am certain that this deepened perception and appreciation of my body will aid me in my performances, and professional development for years to come. 
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