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Reflective Summary
The Movement Practice module comprised of very useful practical sessions which have enabled me to draw upon existing knowledge of physical theatre to support my actor training. The module also gave me an opportunity to develop a new range of skills focusing on physical technique, effective use of space and body conditioning through the exploration of different theoretical concepts.
The module comprised of two practical sessions a week in which we sought to understand and practice different skills required as actors working in a physical space. In this reflective summary, I will outline the fundamental skills that I have acquired in my movement training and how these have been helpful in my practice development.
Movement is a vital part of physical theatre. The physical methods that are used by the actor to communicate with their audience are just as important as the spoken word. During the Movement Practice module sessions, we were able to fully engage with the notion that physical performance helps to create or sustain the dramatic narrative and facilitates an actor’s character development. Given that movement has a visual impact on the development of the story and the audience’s impression of the characters being portrayed (Callery, 2014), the use of ensemble training, in which we were able to observe others undertaking the same movement training was very useful for my individual development. Afterall, when we have the opportunity to spectate, we experience a journey in which we become familiar with what is being presented before us and an opportunity to learn from what we are seeing (Oddey and White, 2009). 
Callery (2014) suggests that as actors we develop somatic responses that can provoke ideas and reactions from the audience, who as spectator “are both the viewer and creator of the image.” (Thomas, 2009, p123). I personally found that the module sessions helped me to reflect more on my relationship with the audience through the development of new movement techniques and now feel that I have a greater awareness of how my own range of motion; rhythm and expression might appear to an audience and the impact this has on the believability of my overall performance. As a performer I think it is important to remember that movement is characterised by displacement and there is a need to recognise that how we physically interact within a fixed spot or space can impact on the imagery that we create (Lecoq, 2006). This is a particularly useful notion to consider when engaged in forms of theatre where physical actions are pivotal to the performance, i.e. image theatre. 
Training techniques such as lamentation and exultation, where the actor walks around in a space creating mournful or ecstatic still frame images with the body, have also been useful in both performing and devising activities for forum theatre. ‘Somatic practices work with self-reflection on movement habits’ (Carter and Meehan, 2020) and these types of training activities have encouraged self-reflection and resulted in a greater ability to act more spontaneously in improvised pieces. I also feel that I would be able to encourage others to use these techniques to act impulsively and to break free, which will ultimately help create better performances. 
Movement training can also provide opportunities to understand spatial awareness. For example, Pina Bausch’s concept of grid work, whereby actors train to make effective use of a given space or area in a room (Climenhaga, 2018), was particularly useful in my understanding of space. It also compliments the practice of Rudolf Laban’s teachings on our Kinesphere (the space around our body and the periphery of this space) which seeks to explore the degree to which we can push the extension of our limbs without moving from a still and firm position, as illustrated in image 1 (Thiriot, 2013).
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        Image 1: Laban’s Kinesphere  
Exploring the extremes of our body tests how far we can go to utilise our personal space whilst also being perceptive to the others around us and avoiding invading their space. 
In my view, it is important to understand how to effectively use space when performing to an audience and about respecting the space of others. Particularly in performances that require interactivity with spec-actors (when the audience are considered both the actors and the spectator.) as there is a need to ensure they feel valued in the space. Giving them the confidence to share their ‘truth’ helps them to engage in the process of forum theatre more naturally and effectively so they feel connected to the performance and apart of the discussion that forum theatre intends to spark. I have found that this practice makes me more considerate of the others I am performing with; specifically, not disrupting their performance or invading their space.	
Adopting these practices during practical training has also allowed me to investigate unnatural poses and learning to become more comfortable and confident in how my body can move. I also personally found the Grid work and Kinesphere work we undertook useful training in utilising my peripheral vision, allowing me to be more perceptive of my surroundings without taking focus away from what may be directly in front of me.
Lecoq’s notion of complicité, which conceptualises the techniques to improve awareness and periphery vision were further complimentary practices that we engaged in during our sessions, and which have been useful in our recent work on the theatre of the oppressed and the devising process of our forum theatre piece where we are required to hone our focus on the spec-actors engaged in the performance. 
Physical theatre is not only about the space in which an actor performs and the practicalities of using that space effectively; physical theatre is also about conditioning the body as an instrument of expression (Ram, 2014).
As actors, general fitness is an important aspect of physical theatre and certain practices learnt during the module have been useful in understanding the limitations of our bodies and working to levels that are comfortable. The module has provided us with a practical understanding of the physical demands of physical theatre and, to some degree, helped me to improve my balance, flexibility, stamina and strength. However, Callery (2014, p4) argues that: 
“…working through the body is not purely a matter of enhancing your physical responses. Regular work with the body also improves both your mental and emotional reflexes.” 
In taking this view into consideration, I would agree that movement training not only encourages us to look at the capabilities of our body it can also help us to understand what effort we are applying to actions. For example, during the sessions in which we explored the theory of Laban Movement, which categorises different human movements and the ‘eight efforts’ as illustrated in Table 1 (Pugh, 2021) we were able to engage in a process which helped to remove the psychological blocks, via negativa, that may otherwise prevent us from making impulsive decisions and actions (essentialdrama.com, 2017) whilst also allowing us to act spontaneously with rational thought. This is a skill that would be vital in Forum theatre.
[image: Table

Description automatically generated]







Table 1: Laban efforts 
Similarly, techniques such as plastiques, where we can test our bodies in uncomfortable positions and exploring the range and depth of isolated movements through different levels of tension, further helps us to break free from egotistical thought processes that hinder impulsive actions when creating drama. In my view, understanding our bodies and exploring range of movement allows actors to adapt and improvise with the spec-actors that take on the role of the oppressed to ensure that the truth and impact behind forum theatre does not cease to exist. 
Taking on board the practical techniques that we have been taught, I am, as both actor or deviser, able to consider their importance in creating meaningful performances. Having reflected on what I have learnt during these sessions, I am confident that I will be able to use some of these practices to further apply drama to a wider range of audiences through works such as forum theatre and image theatre; theatrical works intended to be performed to/with large social communities such as schools. 
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The Four Components can be arranged to create the Eight Efforts are: Punch, Slash,
Dab, Flick, Press, Wring, Glide, and Float.

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





