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Exploring the concept of physical movement has opened my mind to a range of techniques and methods that have not only boosted my physical performance but has also encouraged me to look further into the physicality of a character when acting. 
We began by delving into Grotowski’s 10 statements of principles. These principles discuss going beyond the point of consciousness and exceeding our limitations. The principle in which I felt to be most relevant to my practice was the fourth principle since it elaborates the necessity of being able to adapt to various surroundings and circumstances as a performer. Additionally, this principle stresses the significance of individuality whilst being part of a team. Grotowski believes that “The producer, while guiding and inspiring the actor, must at the same time allow himself to be guided and inspired by him.” (Grotowski (1968) p, 214) This underlines the value of adaptation and partnership since there are always new things to learn and experience. Through implementing Grotowski’s techniques, I felt more comfortable within myself, and became unafraid of how others perceived me. We explored this further using Grotowski’s Plastiques. This method seemed strange to me at first as I struggled to understand the purpose of isolation. I soon learned that it aims to encourage performers to push through their limits of comfortability while expressing an emotion through the smallest of movements. When enforcing this during class, I was fascinated by Meg and the way she simply isolated her wrist, building tension, which expressed the feeling of anger and exasperation. This was the point of realisation for me as I could understand the story that small movements can tell, whilst impacting the audience in such a way that captivates them. As we looked at this method further in practice, I felt myself becoming more expressive, and I started to understand where specific tensions are placed within the body as you isolate one part. I intrigued myself in practising this method when I simply isolated my head and neck. In doing this, not only did I feel the tension rising to the top of my head, but I felt a sense of anxiousness which I then carried through my body as I expanded my isolation. This discovery helped me to connect Grotowski’s 10 principles to the Plastiques as they both come into practice with intent to express individuality whilst exceeding our comfort zones. They also subconsciously stress the idea of acceptance which is something I felt when I saw other members of the class moving in ways which otherwise may be acknowledged as strange. 
Another practitioner we explored in which I felt had similar intentions as Grotowski’s practices was “choreographer and a dance / movement theoretician” (Trinity Laban, 2021) Rudolf Laban. As a class we practiced Laban’s system of kinetography. This is a system in which allows a person to explore the limits of their movements using three dimensional shapes such as a tetrahedron. When looking at exploring your kinesphere its important to understand that “the tetrahedral form of the kinesphere represents the image of a walking body, with both arms raised.” (Sutil, 2013) Since Laban’s idea of a kinesphere explores the concept of ‘personal space’, it is still essential that we consider what is surrounding us, meaning we must have spatial awareness. If we imagine our kinespheres as a cube, as we stand centre in that cube, we can create abstract or unique movements without stepping into others kinespheres. Your kinesphere is as far as you can reach above your head, in front of you, behind you, at each side of you and below you. When using this technique, rather than using my hands to explore each part of my kineshpere, I used my legs to see if that might expand my kinesphere. What I found was that we are all able to increase and decrease the size of our kinesphere if we explore it with various parts of our body. For example, when I used my elbow to explore my kinesphere, I was a lot more restricted than I was when I had a fully extended arm. Our kinespheres, however, are not restricted to shapes with sides and edges. If we imagine our kinesphere as a sphere, we are still able to explore movement within this since the sphere will be as big as you make it. I found this method of movement beneficial, as I never considered the limits of my physical movement even when stood still, and I was intrigued to see just how much we were all able to move whilst within our own kinespheres. 
To further explore Laban’s movement principles, we looked at Labans animal study in connection with the effort graph. As we were asked to imagine ourselves as an animal, I chose a sloth. In choosing this animal, I only considered the fact that they move slowly. As we then moved around the space as our chosen animals, I took my time to walk around the space, whilst being conscious of my surroundings. I also reached up high as a sloth would to reach a tree branch. We then watched one another move as our animals and I was drawn to Jack’s imitation of a chimpanzee as he moved around with heavy feet and a solid frame in the shoulders. We were then introduced to Labans effort graph and asked if we could connect the characteristics of our animal to an effort which can be performed physically. The word I chose for this exercise was ‘gliding’ since a sloth moves lightly and is very free in the way that they flow. I also chose this word as sloths are not quick, nor do they move around indirectly. Considering each of these, I moved around as a sloth again and immediately my imitation of a sloth was enhanced as I had more control over what I was doing, and although we were impersonating animals, it felt more naturalistic as I put an effort behind my movement. I will use Laban’s effort graph in future sessions and practices as I was able to understand why I was moving a particular way and how we can connect characteristics to a movement. Moreover, by putting an effort behind a movement, I have immediately given that movement a purpose which I can make more elaborate or subtle.
Jaques Lecoq is another practitioner in which I feel is important to mention. I specifically liked looking at the seven levels of tension and just how quickly we can go from one to seven! As Jonathan read out a style of performance that corresponded with each level (Farmer, 2015), not only did we picture each level of tension, but we felt it and were asked to move with what we felt. In doing this task, I was able to respond to each level with responses in which my body felt were relevant and natural. As we went through each level of tension, the tension raised in my body as I allowed myself to envision my body experiencing each event. This task was hard for me as I focused so much to the point that I struggled to release that tension after it. This connects to Grotowski’s statements of principles and being able to control yourself as you put yourself in a scenario. 
Preparing for my movement assessment, I wanted to ensure that each of my movements had an intention behind it. I used Labans effort graph to determine how I would deliver some words of my poem, not only physically but vocally as well as Lecoq’s seven levels of tension. For example, the last word of my poem is disaster. The effort I put behind this vocally was ‘punching, and I also used the seventh level of tension to enhance this, which I feel was suitable in a physical form also. However, physically I did not think the effort of ‘punching’ connected to the rest of my poem, therefore I put the effort ‘slashing,’ behind it and I was immediately able to connect with the word and display this physically. I think using each technique we have explored; I have enhanced my performance massively as I have considered each viable way to deliver each line of my poem vocally and physically. 
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