PROCESS WORKBOOK

BEGINNING TO PERFORM
When we were just beginning to think about adding movements to the poems that we had chosen, we were asked to select a single word from our poems, without knowing what it would be for. We were then split into groups and given one of these words as a prompt- we had to decide how we would interpret it.  It was surprising to see how many different variations there were of how the word would be translated into action- or, on occasion, stillness- when each of us were given the same base to start from. It was interesting to see how other people imagined how that would appear in their mind, in comparison to how I would imagine it, which I found fascinating. It helped me to be more precise with my actions to clearly convey a theme, but also gave the audience the opportunity to have their own individual ideas of how they see my actions instead of there just being one single meaning to it with no room to expand.

GROTOWSKI’S PLASTIQUES
I also took an interest in the techniques we studied when looking at Grotowski’s plastiques, which had a main focus on the flow and isolation of movement. The main exercise was to start small, by moving a single finger or rolling an ankle then building and flowing from there. As Paul Allain states, “Plastiques are about building a flow where you can move from the wrist, perhaps to the knee, to the elbow, but all the time it has to be unplanned and it has to be impulsive; not rationalized, not conceived, but responsive.”, and I felt that it was intriguing since I had always planned how I would move in performances in the past and had never considered letting impulse and spontaneity guide me.
It helped me to with the spontaneity and emotion of abstract movement, in preparation for evolving our poems. In attempting plastiques myself, I found that my first few motions I was unwittingly not allowing myself to be impulsive as I was not in my comfort zone and I was so used to hitting a mark correctly, but after a few more tries, I relaxed a lot more and began to find the flow in each move I made, which helped me to release a part of my anxiety of getting it exactly right and just focus on going where my body took me.


LECOQ, BODY LANGUAGE AND MEANING
In another exercise that we explored, two actors stayed in the space and were told to attempt to do nothing, and the rest were an audience to watch and study what happened. The aim was to fully relax and to stay as neutral as we could possibly be. However, I found that- during the exercise- being truly able to do nothing is incredibly hard, if not impossible. There is always some form of movement, even when you think you’re doing nothing- you are always breathing, or blinking. What I was particularly intrigued by was that every movement can be meaningful and given meaning by the audience and those watching, they can read into everything you do even when it’s what seems like just sitting or lying in a space- the slightest twitch of a finger or a particularly deep breath could be seen as an indicator of a mood- or a relationship, if there is someone else in the space at the same time.

A technique the group I was performing with later decided to use was Jacques Lecoq’s maskwork, which involved a plain mask with a neutral expression and removed any facial expressions. Atelierforian mentions that “The neutral mask guides the actor towards the search for an expression that goes beyond the anecdote. That is to say that gestures and movements must be motivated by a specific intention and felt. Its use enhances gestures, posture, behavior, in response to the environment and to others.”  This forced us, when we put the masks on for ourselves, to express emotion and intentions through body language alone to communicate. What I found interesting the most when using these was that even when a face is entirely blank and neutral you can still read expressions and mood from body language, similar to ‘doing nothing’ in that respect- but instead of doing as little as you can, this time a vital way of communicating which we often rely on for tone and emotion is completely removed. It aided in our performance, as the narrative we had crafted felt more effective in creating its unearthly atmosphere as soon as we began to express more when using our bodies.

REHEARSAL PROCESS
During the earlier rehearsals, we gradually began to add in movements which would accompany a short part of our poems, helping to visualise fully performing it later with our full body rather than just reading it like we would a script. 
When we , I felt that my interpretations started much more literal and evolved through the rehearsal process and feedback. I struggled with abstract as I take a lot of things very literally in day-to-day life. After a peer provided me with some insightful feedback, and I began to consider what the lines of the poem we had selected meant to me emotionally, it helped me to start building ideas and visualising what I would do for certain words or lines, as well as allowing me to feel more comfortable with abstract performance and find less literal alternatives that more depicted the emotion of the line or word. 

In one of the later rehearsal sessions with the group, we discussed ideas on movements and actions with each other. We came to the decision of utilising Grotowski’s fixed points as I was struggling with a particular line and some feedback that was given suggested the use of these points, which we ultimately decided to explore and incorporated into the final performance. We played around with where the fixed point was positioned in the space and which direction we would have it face, experimenting with the effects it had on stage and seeing how the meaning changed with each adjustment that we made: our final decision was to have the point centred in the space and facing towards the back of the space, as we were close enough for the audience to notice small details as well as allowing them to clearly see our facial expressions during the moment. The feedback we were given also suggested we combine this with the use of Lecoq’s 7 levels of tension, since it felt like there was something missing and it wasn’t engaging enough to watch, which- when we incorporated the levels of tension- immediately felt more interesting. 

When we were discussing which levels we planned to reach, we chose to begin at level 3: “Neutral or the ‘Economic’ – It is what it is. There is nothing more, nothing less. The right amount. No past or future. You are present and aware.”, and slowly increase to level 5, “Suspense or the Reactive (19th-century melodrama) – A crisis is about to happen. All the tension is in the body”. I felt that if we had gone any higher, the moment would have become uncontrolled and frenzied- the theme of family and closeness that I had wanted to convey during the performance would have been lost and become something else. It may have worked under different circumstances where I had chosen a more serious underlying message, but I felt I had a stronger emotional connection to the piece when I kept the tone light-hearted and upbeat, and I wanted to preserve the warmth and familial link I felt when I first read through it- which reminded me of my own family.

ASSESSMENT AND REFLECTION
When I was properly performing during the assessment, I felt more confident in my abilities to perform in a more abstract style than I had at the beginning of the module when we were given the assignment brief. Originally the concept was daunting to me, since I had only done script work and ultimately nothing as non-naturalistic as this before, but over time I believe I’ve become more at ease with it and have ventured out of my comfort zone, which I was pleasantly surprised at being able to do. I feel that although still not fully content with it, I’ve accomplished something that I would not have been confident enough to do in the past.
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