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This workbook is going to explore the process of my movement practise and the development of working towards my assessment. I have evolved the relationship I have with my own body as well as with others. My knowledge of methods and techniques has been broadened during the exploration of the work of a range of practitioners, directors, actors, and theorists.

The beginning of my movement studies focused on the link between our usual daily rituals in life and creating an act. “Ritual is to the symbols it dramatizes as action is to thought; on a second level, ritual integrates thought and action; on a third level, a focus on ritual performances integrates our thought and their actions.” [endnoteRef:10971][footnoteRef:11650]  We as actors, whilst creating character should observe ourselves and others around us, taking in our thoughts and emotions whilst moving that certain way. I should ask myself ‘how’ my body feels while ‘this’ is happening. Taking note of what we do subconsciously, how it makes us feel and taking control over those movements is important. Constantin Stanislavski said “In order to express...subconscious life it is necessary to have control of an unusually responsive...vocal and physical apparatus. This apparatus must be ready instantly and exactly to reproduce...feelings with great sensitiveness and directness” “That is why an actor...is obliged to work...on his inner equipment...and also on his outer physical apparatus, which should reproduce the results of the creative work of his emotions with precision.” [endnoteRef:19480][footnoteRef:1490].  [10971:  (Schechner, R. (2006) Performance Studies: an Introduction (2nd edition). Routledge; Oxon.)]  [11650:  (Schechner, R. (2006) Performance Studies: an Introduction (2nd edition). Routledge; Oxon.)]  [19480:  P16. Stanislavski, C (1996) An Actor Prepares. Methuen Drama; London. Original text first publish in GB in 1937.]  [1490:  P16. Stanislavski, C (1996) An Actor Prepares. Methuen Drama; London. Original text first publish in GB in 1937.] 


Psycho-physical is the link between our body and mind. I have used this extensively in my movement practise. The first time this connection was established for me was during the exercises by Kesh Patel; We began with foot and ankle mobility - pushing the base of the front of our toes into the floor, moving it in circular motion. Next is neuromuscular activation to warm up the communication in our bodies - we slowly move up, engaging all parts from our glutes to the top of our heads, tightening them and releasing, rubbing them, feeling them. Then dynamic mobilisation – moving into a squat and stretching in different directions to loosen up the soft tissue. At this moment, our bodies are stretched and ready. Finally, some cardio-respiratory exercise to accompaniment the other movements, to get the heart racing and blood flowing. [endnoteRef:8289][footnoteRef:8595]  During all these movements I take notice of how it feels physically, moving into any injuries or discomforts I have within my body. Not only the physical but the emotional as well, how I feel whilst moving the certain way and asking myself if any emotions or memories arise throughout.  [8289:  Kesh Patel, (2014) The Complete Guide to Bodyweight Training, Bloomsbury: London.]  [8595:  Kesh Patel, (2014) The Complete Guide to Bodyweight Training, Bloomsbury: London.] 


Forming a connection within the room, as a group, was especially important. We should be able to trust the people in the space with us. To help this trust form, I found the very first warm up game we done 'keepie uppies’[endnoteRef:7101][footnoteRef:27895], was highly effective. We stood in a circle, hitting the ball with the palm of our hand towards someone and them hitting it to another and so on, setting ourselves the goal of keeping it from dropping for the entirety of ‘happy birthday’ song. This successfully gave us energy, stimulated the mind, increased focus, and awareness, sharpened our impulses, and appreciably allowed us to have fun at the same time. Setting ourselves the goal of making it through the song ’happy birthday’ was helpful in tracking our progress each time the game was played, ensuring we were going forward not back.  [7101:  Jonnie Riordan (Associate Director of Things I Know To Be True.) A Frantic Assembly Warm Up. [Digital Theatre Plus]. ]  [27895:  Jonnie Riordan (Associate Director of Things I Know To Be True.) A Frantic Assembly Warm Up. [Digital Theatre Plus].] 


An exercise that also improved the connection in the room was complicité. Jacques Lecoq says “At it’s most fundamental level, acting is a living exchange between actors. Complicité amongst performers is the crux of ensemble practice, a shared belief which depends upon intense awareness and mutual understanding and produces on-stage rapport.”[endnoteRef:22443][footnoteRef:29743] The beginning of exploring complicité, I found it quite unnatural to start and stop in sync with everyone. The first time I took a deep breathe, centred myself in the room and felt the space around me, I understood and could practise complicité the way it is intended. During the beginning of my exploration of my chosen poem for the performance, I enjoyed bringing a different perspective to my movements with Labans Movement Analysis (LMA)[footnoteRef:23858][endnoteRef:625]￼￼ It is fundamentally a “a tool with which to observe an[endnoteRef:16675][footnoteRef:12283]￼￼ There are four different categories in LMA, each with two contrasting components, which are Weight (strong/Light), Space (Direct/indirect), Time (Sustained/sudden), Flow (Bound/Free). I studied the graph and observed myself and others in everyday life, noticing we do these naturally. The graph is giving us awareness of them to utilise in practise. I chose a couple words, and a phrase from my poem and embodied them using the different efforts. For example, my words “bitter, twisted lies” felt best portrayed using ‘pressing’ so I moved; direct, sustained, heavy and bound. Then moving on to exploring the different efforts through flocking and through animal studies stimulated my expressive gesture.  [22443:  pg88. Through the Body (2001). Dymphna Callery.]  [29743:  pg88. Through the Body (2001). Dymphna Callery.]  [23858:  Newlove, J and Dalby J (2004) Laban for all. Nick Hern Books; London.]  [625:  Newlove, J and Dalby J (2004) Laban for all. Nick Hern Books; London.]  [16675:  Pg127 Routledge performance practitioners. Rudolf LABAN, Karen K. Bradley.]  [12283:  Pg127 Routledge performance practitioners. Rudolf LABAN, Karen K. Bradley.] 


What I did notice was when exploring a certain image, emotions, or text in context with the effort graph, was that it sometimes what I wanted to manifest did not fit directly into one of the categories. For example, I wanted to use light, direct, sudden, and free, but no category contained them exact ones. Differentiating the different ‘components’ of the effort graph helped me kick start the emotional connection I had to the movement of my poem. It became much more than just moving my body, but each part of my movement having structure and meaning - more control and emotion at the same time - consequently making the movements to my poem move more freely through my body, with a powerful emotional connection to the words. 

I have gained a much better understanding of relevant texts and tasks I explored at the beginning of my movement studies. For example, “Statement of Principles by Jerzy Growtowski”[footnoteRef:17229][endnoteRef:6634] in particular. When I first read the principles, I could not grasp what Growtowski was trying to inspire. I could not find the solidity in what was written and was trying to search for the relevance rather than it coming to me with ease. Now, further into my studies and practical exploration, the principles make sense to me.  [17229:  JERZY GROWTOWSKI TOWARDS A POOR THEATRE. A mathuen Dramabook. Preface by Peter Brook 1968.]  [6634:  Pg211-218 JERZY GROWTOWSKI TOWARDS A POOR THEATRE. A mathuen Dramabook. Preface by Peter Brook 1968.] 


Whilst devising and performing our movement piece, I explored ways to use complicité to express my inner emotional state. We used our spatial relationships to each other and the audience, symbolic to our emotional state in that moment. My expressive and behavioural gesture felt like it was dynamic, symbolic, and representational of what emotion I wanted to emphasise. To support the fluidity of emotions, narrative and tension ever changing throughout our complicité, I utilised a wide range of the different efforts from Labans Effort graph. 
Overall, I applied many techniques and practices powerfully to my movement piece. The techniques I have come to embody and understand will hopefully continue to improve my mind, body, and voice on and off stage. I understood my poem on an emotional level, I connected to the words, found my voice in the poem. The techniques we explored throughout our movement journey formed the structure to our movements, but also on a deeper level helped me find my connection of body and mind. I hope I managed to express all I intended to through my movement piece and that my audience enjoyed watching, as I did performing it. 
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