I have been exploring my physicality, learning new movement techniques, and my expanding my physical boundaries through the Voice and Movement Module. It is with this exploration that I have “creative freedom rather than a prescriptive set of techniques.” (Callery, 2001, pg.19). 
Stretching, strengthening, and engaging our minds and bodies into the space before starting any physical exploration is a key implement as an actor. Activities like neck, spine, and shoulder rolls help activate the upper body, whilst lunges, ankle rolls, and yoga positions incorporating the lower body are just as effective; playing a fast-paced drama game inspires everyone to walk around the space, focus on instructions, and become more in touch with their playful side. Focused-based activities shortly after help ground the room and gives everyone time to be present in themselves and prepare for the work being put into the assessment ahead. 
When choosing a poem for this assessment, it was important to have my own reasons for picking it, as well as being able to give it meaning which can be expressed through movement made up of techniques I have explored through the practical sessions. ‘The Moon’ by Emily Dickinson is a poem made up of beautiful comparisons used to describe the moon and its femininity. For me, I read it as someone who feels they are connected to the moon either spiritually or emotionally and use these comparisons as a way of complimenting its value in their life – this was the story I wanted to portray with my physicality. 
Anne Bogart, particularly her viewpoints, was a way of working that I instantly connected with. Each section that is described within her book creates a foundation for how movement should be worked and developed into finding what feels right for you or your character. I especially like how these viewpoints can be described as “things that already exist, things that we do naturally and have always done, with greater or lesser degrees of consciousness and emphasis” (Bogart and Landau, 2014, pg.7). Using shape, I felt that I could express the meaning behind the moon’s changing phases but also reminisce on its most memorable state and explain the metaphor of an everlasting relationship by using my hands and body to create the varying shapes of the moon in the space. I took moments of softness within the poem as a chance to make my movements linear and softer and moments of tension to be more angular and restricted; when it felt right, I stayed stationary and used a small amount of the space to make a point of my closeness with the moon. Using gesture, I was able to acknowledge the differences between behavioural and expressive movement to make sure that “it is abstract and symbolic rather than representational.” (Bogart and Landau, 2014, pg. 10). It is important my movement was representative of my internal responses as opposed to miming and sign posting the words on a piece of paper. It was by doing this that I felt I held the audience’s attention, letting them feel the safety that my character feels when in the presence of the moon, whilst I felt calm in my expressions and allowed my internal reactions to the words present themselves externally as shapes and gestures. Feeling comfortable in these methods allowed me to also experiment with repetition. Returning to key moments in my poem that I felt had meaning was important to me, as I wanted the audience to think about why my character might perform these actions multiple times and if it means something different when it’s repeated or actioned with a different line of the poem. 
Bogart’s viewpoints prove themselves to be versatile as they can also be worked to increase vocal adaptability. Experimenting with the vocal viewpoints, like the physical ones, encourages actors to think about the meaning behind the vocalisation “by increasing an awareness of pure sound separate from psychological or linguistic meaning.” (Bogart and Landau, 2014, pg. 105). I worked on increasing the dynamics of my voice during moments of my character’s self-expression and passion, and asked Chris to consider his, as his character was more monotonous and less empathetic towards the moon than mine. I considered the pitch of my speech, gaining a natural rise and fall when speaking the poem and briefly explored timbre by speaking from my chest and head voice. On this occasion, my chosen poem had rhyme and rhythm which ultimately made it enjoyable to say and consider the vocal viewpoints. 
Whilst Anne Bogart’s methods proved most effective in my work, other practices include Grotowski’s ‘Fixed-point’ – I placed my moon above the audience and used this as my fixed-point throughout my piece. I did this because I wanted the audience to feel the presence of something unseen behind them but also understand the importance of the moon within the story, that the two characters never take their eyes away from the point for more than a minute. I experimented with Lecoq’s ‘7 Levels of Tension’ (Farmer, n.d) with the inclusion of stillness, alertness, and passion – doing this gave the storyline something to build towards with a beginning, middle, and end. It allowed the simplicity of the written words to have a climaxing moment, concluding with a resolution as we return back to the lower levels of tension. Laban’s ‘Eight Basic Efforts’ were thought about at the beginning of my work, how I could apply the efforts vocally to change how they are perceived as well as the physical contact made between Chris and I being considered as a “press”, “glide”, or “punch”. (Newlove and Dalby, 2004, pg. 129).
Something I hadn’t anticipated was being asked to work with someone else, so I found myself explaining my poem and discussing the different perspectives it provides whilst working on it. Chris and I subconsciously stuck to Grotowski’s ’10 Statement Principles’ (Grotowski, 1968, pg. 211-218), committing to the workload, ensuring there was an equal power balance with effective feedback and interesting discussions about each other’s chosen poem and the meaning behind it. Through this exploration we found that some practices were not to our benefit. For me personally, Lecoq’s ‘Animal Study’ and how “the analysis of animal movement brings us closer to the study of the human body and helps with character creation” (Lecoq, 2000) was not useful to me during this project. I say this because I wanted to highlight the innocence of a human’s curiosity with something as complex as the moon and in order to achieve that, I felt my movements needed to be human-like, not animal-like, despite Lecoq’s beliefs. I found that experimenting with Anne Bogart’s other viewpoints, such as duration, didn’t suit the kind of performance I wanted to give. However, working in different rehearsal spaces gave me a chance to explore architecture and how a different room may affect the external response I provide. Finally, Stephen Wangh’s ‘Stream of Consciousness’ (Wangh, 2000) was a brilliant way of allowing natural external responses to occur, but it wasn’t something I was prepared to use as a performance technique as I find it to be more of a focused-based activity that warms up the body and mind. 
If I were to start this project again, I would feel more confident in my knowledge of physical practitioners and would begin to explore them and their methods deeper. I would know how to warm-up my body and mind, and how to begin to express my character, myself, and the meaning of their words effectively. 
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