Process Workbook

Our first movement lesson provided some interesting techniques which I have used to warm myself up for each session and before working on my piece. For example, we practiced Steven Wangh’s “stream of consciousness” (Wangh.S, 2000, An Acrobat of the Heart. Vintage Books: New York) which encourages me as an actor to focus on various parts of my body or the space around me as I warm up. It is important for this exercise to be aware of your thoughts, and to change the movement when your mind shifts, so that your inner state matches the outer state of your body. This exercise has been effective in warming up before working on my piece as it strengthens the connection between my thoughts and ideas and the way I present them with my body. It is also important to note that we focused on Plastiques for our second session, which describes a still image or repetitive movement created with an actor's body that represents different thoughts, concepts, or emotions. As described by Wangh himself, “Each plastique in itself is an emotional gesture” (Wangh.S, 2000 p76). We also explored the concept of “The river” (Wangh.S, 2000, p77), which described how the Plastiques can be displayed by each isolated movement flowing into another. For example, the Plastique movement that we started with was a hula-hooping motion, which we allowed to get bigger and bigger until we allowed it to flow into another movement – Another Plastique. This exercise was integral to the development of my individual piece, as it showed me how each movement, however small, big, fast, or slow can flow into one another. This was eventually used several times in my performance, firstly during the opening sequence, where I depict a puppet being dragged upright. I used several different isolated movements, or Plastiques, all in a sequence to create a full movement. The movement itself is very robotic, as the entire thing is very stiff. I also use the movement later in the poem, as I slowly depict the puppet melting to the ground. This is also a similar concept, as I used several different Plastiques to create a full movement, however this then shifts into a fluid movement as the puppet becomes human. 
A movement theorist that influenced the choices for my piece was Rudolph Laban. Laban explored the theory of movement and efforts, which determine how an actor performs a movement. He believed that movements could be put into 8 categories – Wring, Press, Flick, Dab, Glide, Float, Punch, Slash. As quoted by Laban himself, “Existence is movement, dance is movement.” (This is from one of his lectures and is not an in-text citation). The specific aspect of movement that I used for my piece was the “Incomplete movement.” I used this with my first puppet movement as I start to be dragged upright but then fall straight back down. This makes the movement slightly more realistic, as it gives me the limp, puppet-like movement I was going for. 


Another key practitioner that has influenced the development of my piece was Jacques Lecoq. Lecoq believed that to strip away personal habits such as focusing too heavily on facial expressions, the actor would wear a “Neutral Mask,” which shows no emotion or facial expressions. The purpose of this is to create a “Blank Canvas” for the actors to base their performance solely on their physicality, and removes any performance influenced by the character being played. As said by Jacques Lecoq himself, “The neutral mask can lead an actor to reject his habitual identification in favor of a deeper, simpler understanding of his powers of expression.” (Lecoq, 1987, page 16) To put this into practice, in the lesson we began with lying on the floor. We used our movement to put ourselves in the circumstance that we have just woken up and we do not know what anything around us is. Straight after this, we were read the Fundamental Journey by Jacques Lecoq, in which we were taken on a journey – Waking up in the sea, walking along the beach, walking through a forest, walking through thick foliage, walking up a mountain, climbing a steep cliff face, walking down the mountain and walking through a desert. I feel as if this exercise strengthened my understanding of portraying emotions with the body, as I was able to accurately depict many different emotions without using facial expression. However, a negative of the experience was that I did use the wall at some point, which broke the illusion. To improve this, I could rely on only my body, and less on the environment around me. In the context of my poem, I feel as if a neutral mask could help me prepare for the performance, as I will not be showing any emotion at all. 

I produced the concept of my piece using Chekov’s incorporation of images. My concept involved a puppet being brought to life, before falling in love with a girl called “Anabelle Lee.” Anabelle Lee then dies, causing the puppet to feel intense emotions, making it human. After gaining human emotions, the puppet shows anger, then distress, then contempt. The poem is by Edgar Allan Poe, and it explores themes of Love and loss.  The method I used, exercise 11 from Chekov’s incorporation of images, is what I used to create a concept for my story. The exercise tells the actor to do simple movements repeatedly, imagining your character doing these movements and allowing any images that pop into your head to materialize. As quoted by Chekov, “This exercise will gradually establish those fine connections so necessary to the linking of your vivid imagination with your body, voice and psychology.” (Chekov, 1953, page 33)
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