

Student name: Sinéad Rodger, Student number: 2218245
Module BMPF7109 Independent Study Module 

Contents:
Table of Figures 										3
Glossary of key terms 									5

Part One: The Porfolio									8
Introduction and Rationale							     	8
Planned Programme of Study: 						           11
· Aims and learning outcomes (Discussion + bulleted list)		           11
· Timescale 									13
· Project design 								14
· Narrative literature review 					14
· Hermeneutics and the hermeneutic circle 			15
· Document analysis						18
· Contextualisation and Narrative Literature Review 			20

Critical reflection 									24
 
Part Two: The Written Assignment 							32
	
 	Introduction 										32
	Presentation of the framework							33
	Literature review - the hermeneutic circle 						34
Document analysis – demonstration of the framework using SIX			42
Conclusion 										55

References											57
	

								
Appendix 1: Samples of detailed planning in Notion 						64
Appendix 2: Questions for reflection								65
Appendix 3: Hermeneutic circle notes 							66
Appendix 4: Transcriptions of YouTube videos with writers and cast of SIX		74
Appendix 5: Casting guidelines for SIX 							81
Appendix 6: Links to the Spotify playlists containing music from the artists that 		83
	         influenced each  ‘Queen’ 
Appendix 7: Brainstorming from the SIX vocal selections 					84
Appendix 8: Contents and forward from the SIX vocal selections 				87					



























Table of Figures 

Figure 1 Audition listings by genre from Green et al. (2014, p. 325)
Figure 2 Musicals by genre in the West End from April to December 2024 
Figure 3 Statistical analysis of musicals by genre in the West End from April to December 2024
Figure 4 The hermeneutic circle of reviewing literature and techniques associated with different stages of the hermeneutic circle in (Boell & Cecez-Kecmanovic, 2021, p. 134)
Figure 5 Advice for navigating the hermeneutic circle collated from (Boell and Cecez-Kecmanovic (2021, p.135-138)
Figure 6 Five specific uses of documents collated from (Bowen, 2009, p. 29-30) 
Figure 7 Some of the most successful Pop/ Rock musicals to date and their associated genre
Figure 8 The process flow of practice-based research in (Skains, 2024, p. 86) 
Figure 9 Organisation of methodology texts in Excel
Figure 10 Framework for assisting singing teachers, vocal coaches and singers in discovering the nuances of vocal interpretation required for performing in musicals in a Pop/Rock style
Figure 11 The process by which language is assimilated, collated from (Gordon, 1999, p. 42) 
Figure 12 Human vocal learning pathway from Moss (2022, p. 90)
Figure 13 Features to listen for when engaging with a vocal script in a Pop/ Rock style adapted from von Germeten (2023, p. 73) 
Figure 14 The inspiration for each Queen in the musical SIX
Figure 15 Information contained within the printed score for SIX 
Figure 16 Bar 1-8 of No Way from the Studio Cast Recording [Timecode 0:00-0:18]
Figure 17 Bar 1-8 of No Way from the Original Broadway Cast Recording [Timecode 0:00-0:18]
Figure 18 Printed score for bar 99 to 106 of No Way showing indications to add riffs 
Figure 19 Bar 25 to 34 of Heart of Stone from the Studio Cast Recording [Timecode 0:42-1:01]
Figure 20 Bar 25 to 34 of Heart of Stone from the Original Broadway Cast Recording [Timecode 0:50-1:10]
Figure 21 Printed score for bar 61 to 66 of Heart of Stone showing indications to at riffs
Figure 22 Printed score for bar 119 to 122 of Heart of Stone showing indications to at riffs
Figure 23 Bar 41 to 50 of Get Down from the Studio Cast Recording [Timecode 1:31-1:53]
Figure 24 Bar 41 to 50 of Get Down from the Original Broadway Cast Recording [Timecode 1:35-2:08]
Figure 25 Printed score for bar 102 to 110 of Get Down showing indications to at riffs and ad libs. 








































Glossary Of Terms 

	
Legit 
	
The term ‘‘legit’’ is the musical theatre’s industry’s shorthand for the word ‘‘legitimate’’ and generally signifies a round resonant tone with consistent vibrato throughout the phrase.

Although musical theatre repertoire of this type may use a lower tessitura and more restricted range than that found in the operatic repertoire, the Legit vocal quality has a distinctly classical timbre.


	
Traditional Musical Theatre 
	
Although Traditional musical theatre repertoire still uses some legit production for romantic characters, the emphasis on the lyrics rather than the melody results in a more speech-like quality when compared with classical production.

Belting, the chest-dominant production associated with CCM singing, first appears in this genre.


	
Contemporary Musical Theatre 
	
Contemporary repertoire may require a higher belt than Traditional belt roles, using ‘‘mix’’ (neither pure chest nor head-dominant) production, and straight tone (no vibrato) or ‘‘speak-singing’’ of the text.

Contemporary musical theatre may also draw upon the vocal ornamentations and embellishments found in rock and pop music.





	

CCM (Contemporary Commercial Music) 

	

The term contemporary commercial music (CCM) was coined and introduced in 2003 by Jeanette LoVetri in place of the “non-classical” designation that had been given to anything other than classical singing. LoVetri (2008, p. 260) provides the following description of CCM:
“Contemporary commercial music (CCM) is the new term for what we used to call non-classical music. This is a generic term created to cover everything including music theater, pop, rock, gospel, R&B, soul, hip hop, rap, country, folk, experimental music, and all other styles that are not considered classical.”


	
Belt 
	
Belt is a bright, energised sound common to musical theatre productions since the 1920’s. Traditionally belt was a term
ascribed to female singers, however all genders sing in belt style (Edwin, 1998).
Belt is also found in other contemporary singing genres (pop, rock, country, etc) and has specific characteristics which include a dominant chest register production, strong vocal fold closure, and a high sub-glottal pressure (Bourne, 2010; Bourne & Kenny 2016) when compared with classical singing.


	
Mix 
	
Mix is a perceived registrational blend of chest register and head register which has a strong speech quality and is used throughout musical theatre (Bourne & Kenny, 2016; Hall, 2014; LoVetri et al.,
2014). 



	

Chest dominant vocal production 
	

Chest dominant vocal production means the singer is predominantly singing in chest voice or M1. 


	
Head dominant vocal production
	
Head dominant vocal production means the singer is predominantly singing in head voice or M2.


	
Riffing
	
The CCM equivalent to an operatic cadenza is “riffing.” In contrast to classical music, CCM riffs are often built from modal scales, blues scale, major and minor pentatonic scales and the minor hexatonic scale, which was found to be used most frequently in pop music after the natural minor and major scales (Benson, 2018).


	
Growl 
	
Growling in singing is a vocal technique that involves producing low, guttural, and rough sounds by adding a raspy quality to the voice. It is commonly used in various musical genres such as rock, metal and blues. It can be perceived as gritty, raspy or harsh. 


	
Vocal fry 
	
Vocal fry can also be referred to a slack folds or creak and is the lowest vocal register, characterised by a pulsing of the vocal folds.


	
Vocal idioms
	
The term vocal idioms was proposed by Von Germeten and Karlsen (2023)  to denote the specific vocal elements that are characteristic within a given style, but that are not usually notated within the written score.


	
Yodels/ Breaks 
	
Classical music calls for coordination between the registers so a change from one register to the other is inaudible. CCM singers may preserve the ability to deliberately not coordinate the registers, for yodel or break effects, which may be desirable in certain musical styles or colours of emotional expression.


	
Tonal goals 
	
Tonal goal refers to the objective sound when singing in a particular style or within a given section of a song. 
Many tonal goal considerations come to mind when discussing the differences among CCM styles.
 Tonal goals for music theatre are clear, thanks to decades of cast recordings that have archived the aesthetics of various creative teams (Edwards & Hoch, 2018). 

The aesthetic context of the target repertoire determines the technical skills required within a given musical genre. (Benson, 2018)















TITLE: The purpose of this project is to develop a framework that assists in discovering the nuances of vocal interpretation required for performing in musicals in a Pop/Rock style. 
The musical SIX will be used to demonstrate the application of this framework. 

Part One: The Portfolio

Word count: 5271
	
INTRODUCTION AND RATIONALE 

It is increasingly important for today’s singers to be versatile when it comes to singing in popular styles, and by extension, for me to be able to coach these singers. Green et al. (2014, p.324) assert that “musical theatre is unique among other genres involving vocal performance in that it draws upon whatever musical styles suit its purpose, especially popular music”. Green et al. (2014) analysed audition requirements for singers at professional musical theatre auditions and categorised their findings under the genre headings: Legit, Traditional, Contemporary and Pop/Rock. The pie chart in Figure 1 presents the findings of this analysis. 
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		 Figure 1 Audition listings by genre from Green et al. (2014, p. 325)

Green et al. (2014, p. 327) concluded that the predominance of Contemporary and Pop/Rock, which accounted for 55% of shows, could predict the direction of the industry.  Using the categories provided by Green et al. (2014), I compiled the table in Figure 2 to analyse the prevalence of Contemporary and Pop/Rock ten years on from Green et al.’s 2014 study. 

	LEGIT
	TRADITIONAL
MUSICAL THEATRE 
	CONTEMPORARY 
MUSICAL THEATRE
	POP/ROCK

	Les Misérables 
	A Chorus Line 
	Frozen
	Babies  

	The Phantom of the Opera 
	Cabaret 
	The Lion King 
	Back to the Future 

	
	Guys and Dolls 
	Matilda 
	Cruel Intentions: The 90s Musical

	
	Hello, Dolly! 
	Mean Girls 
	Fangirls

	
	Kiss Me, Kate 
	Mrs. Doubtfire 
	Hadestown 

	
	
	Next To Normal
	Hamilton

	
	
	Operation Mincemeat
	Mamma Mia 

	
	
	Shrek
	MJ The Musical 

	
	
	Sister Act 
	Moulin Rouge 

	
	
	Standing at the Sky’s Edge 
	Only Fools and Horse

	
	
	The Book of Mormon
	Opening Night

	
	
	The Devil Wears Prada 
	SIX

	
	
	Two Strangers 
	Starlights Express 

	
	
	Ushers: The Front of House Musical 
	The Choir of Man

	
	
	Wicked 
	Tina – The Tina Turner Musical 

	
	
	
	Why Am I So Single?


Figure 2 Musicals by genre in the West End from April to December 2024 compiled using online show listings 

When analysed statistically, as seen in Figure 3, Pop/Rock accounts for the largest percentage at 42%. It is clear that Pop/Rock styles are becoming more popular in musical theatre. Thus, a knowledge of Pop/Rock and its associated genres will be paramount for performers in the musical theatre industry in 2024 and beyond.









Figure 3 Statistical analysis of musicals by genre in the West End from April to December 2024

As a singing teacher at a musical theatre vocational college preparing performers to work professionally within the musical theatre industry, I have experienced this prevalence of Pop/Rock first-hand. In recent months, students going to professional auditions have been required to sing material almost exclusively in a Pop/Rock style. While for some, Pop/Rock styles seem to come naturally, for others, particularly those more skilled in legit and contemporary legit, Pop/ Rock styles are less successful .They know what kind of sounds feature in Pop/ Rock and try to implement them, but there is a gap to be closed in order for them to be successful. By undertaking this project, I hope to be better equipped to assist performers in closing that gap.  











PLANNED PROGRAMME OF STUDY

Aims and outcomes 
The purpose of this project to develop a framework that assists singing teachers, vocal coaches and performers in discovering the nuances of vocal interpretation required for performing in musicals in a Pop/Rock style.  An analysis of SIX The Musical will be used to demonstrate the application of this framework. SIX, a musical in the format of a pop concert, is currently showing in London’s West End, on Broadway, and on multiple tours worldwide. It is also one of the most-streamed musical theatre albums of all time, second to Hamilton (Schrader, 2020). In recent months, many of my students have brought songs to their lessons for auditions for the West End production of SIX I chose this show given its current popularity, and my own aspiration to music direct it. 


Aims
· Conduct a review of literature relevant to singing Pop/Rock styles in musical theatre 
· Develop a framework that assists in discovering the nuances of vocal interpretation required for performing in musicals in a Pop/Rock style 
· Demonstrate the application of this framework using the musical SIX 


Learning Outcomes 
· Consolidate some of the main terminology used for style and voice qualities in musical theatre 
· Improve my knowledge of singing in Pop/Rock styles, thereby building confidence in my coaching of these styles 
· Give students tools to move towards autonomy by improving their analytical skills for Pop/Rock styles




Timescale  

	Task 
	Jan
	Feb
	Mar
	Apr
	May 

	Navigate module expectations and agree topic with tutor 
	
	
	
	
	

	Initial reading and develop methodological approach
	
	
	
	
	
	

	Portfolio Part 1: Introductory section
	
	
	
	
	
	

	Portfolio Part 2: Planned programme of study
	
	
	
	
	

	Written assignment: Reading, document analysis & sketching outline 
	
	
	
	
	
	

	Written assignment: Write up to include critical analysis
	
	
	
	
	
	
	

	Portfolio Part 3: Written reflection (notes kept from beginning) 
	
	
	 
	
	
	

	Draft study ready for submission 
	
	
	
	
	
	

	Re-writes and final submission
	
	
	
	
	
	



Deadlines: Draft Deadline = 14th May 2024, Final Deadline = 31st May 2024

More detailed planning of specific tasks within each area above will managed within Notion, a task management programme. Samples of this planning are included in Appendix 1.  







PROJECT DESIGN 

The assignment will take place in two parts: firstly, a literature review, falling under the umbrella of hermeneutics, will be used to arrive at the framework that is outlined within the title of this project. The texts drawn on will include white literature, primarily articles and books as well as grey literature, allowing for the inclusion of PhD theses (Lawrence et al., 2015). Secondly, I will make use of document analysis when applying the framework to SIX.  
Within this portfolio, I will present a narrative literature review to provide additional contextual information for the written assignment. The narrative literature review will be discussed here first, before moving on to discuss the methods for the written assignment, which were outlined above. 

Narrative literature review 
Compiling a literature review not only allows the researcher to fuse interdisciplinary worlds but also helps to bridge the gap that can exist between academic rigour and practical relevance (Winter, 2023). Winter (2023) provides an overview of different literature review types, targeted specifically to the voice practitioner-researcher. Having carefully considered the facets of each literature review type, I arrived at The Narrative review, which has been acknowledged as being important within the dissertation process (Dixon-Woods et al, 2006; Onwuegbuzie, 2018), given its “capacity to inform a narrow topic, provide a new lens” and “make internal and external connections within the subject of choice” (Winter, 2023, p.138). This narrative literature review will provide important contextual information for the written assignment and address the following areas: 

· The evolution of the Pop/Rock musical 
· The styles/genres that fall under the umbrella of Pop/Rock
· The main technical and stylistic features of Pop/Rock vocals

When presenting this contextual information, I will draw on the following facets of the narrative literature review: 

· The author is likelier to engage in extensive attribution, thorough research, and thematic organization (Green, Johnson, and Alan 2001).

· When evaluating evidence, author dominance is minimised with a combination of integral and nonintegral citation structures, and the emphasis is on the literature explored rather than the author’s opinion (Winter, 2023).

Hermeneutics 
Hermeneutics as philosophy 
Philosophy is a provocative, insightful and iterative process by which questions beget questions and knowledge is built. Query and collaboration map paths to deeper understanding, greater explanation and thoughtful innovation.
						(James and Komnenich, 2021, p. 3)

Edwards (1996) posits that the purpose and process of philosophy is to seek answers across the arts, humanities and sciences and Gaarder (1991, p.17) claims that “the only thing we require to be good philosophers is the faculty of wonder”. Within the independent project, this faculty of wonder is something that I will bring to developing a framework, asking questions about my experiences and the literature that I engage with. Heeding Koch’s (1999) warning of the importance of reading selectively, I arrived at hermeneutics as the philosophy that best fit my specific enquiry. 

Etymologically, the word hermeneutics derives from the Greek ‘epHTivroeiv’ (hermeneuein), meaning ‘to interpret’ or ‘to understand’ (Crotty, 1998). Dilthey was clear in expressing that hermeneutics was not only a philosophy but “a methodology for the recovery of meaning” (James and Komnenich, 2021, p.3). 

Hermeneutics as methodology & the Hermeneutic circle 
According to Dilthey, the methodology of hermeneutics is a reflective and iterative venture (Tordes and Wheeler, 2001). It is concerned with developing understanding through interpretation, whereby texts are interpreted in the context of other texts (Boell and Cecez-Kecmanovic, 2021). The movement back and forth between parts and the whole in the process of understanding is described as the hermeneutic circle (Boell and Cecez-Kecmanovic, 2021; Crotty, 1998). Taken from Boell & Cecez-Kecmanovic (2021), this cyclic process is represented in Figure 4. They present the hermeneutic circle as a framework for literature review. I will use this cyclic process to arrive at a framework that is informed, both by literature and my own experiences, and fit for purpose.  

[image: A diagram of a diagram
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 Figure 4 The hermeneutic circle of reviewing literature and techniques associated with different stages of the hermeneutic circle in (Boell & Cecez-Kecmanovic, 2021, p. 134)

In the hermeneutic cirlce, all stages inform each other to facilitate the literature review process. Boell & Cecez-Kecmanovic (2021, p.142) also highlight that within the initial literature search, the researcher should aim to identity a “small number of highly relevant publications”, with this process repeated in future iterations of the hermeneutic circle. They posit that this will help approximate a better understanding of the particular phenomenon being researched. Given the small-scale nature of this project, as well as the short timescale, I will need to rely of fewer iterations of this hermeneutic circle that my otherwise be desirable. 

The article Exploring original cast recordings as “vocal scripts” (Von Germeten, 2023) will be used as the primary text from which the hermeneutic circle will begin and I will proceed by following the additional advice for navigating this framework I collated from (Boell and Cecez-Kecmanovic (2021). This collated advice is presented in Figure 5. 

	Searching & selecting
	1. Retrieve a small set of highly relevant documents 
2. Return to the search after first set has been read and having gained extended understanding of topic

	Reading of identified publications 
	· Identify important concepts 
· Master vocabulary for important concepts 
· Recognise how similar results are interpreted differently by different authors 
· Note keeping is an important aspect: 
· Create comparison tables 
· Use mind mapping techniques 

	Identification of further literature search terms 
	· Reference tracking to identify relevant literature while reading 
· Sometimes called snowballing
· Use citation analysis to track forward in time

	Refining searches
	· Apply a citation pearl growing strategy 
· Use citations as above
· Look at keywords assigned to relevant documents and find documents with the same keywords


Figure 5 Advice for navigating the hermeneutic circle collated from (Boell and Cecez-Kecmanovic (2021, p.135-138)

Additional tools for supporting the hermeneutic process  
Koch (1999) shares additional tools for supporting the framework of Boell and Cecez-Kecmanovic (2021). She encourages researchers to record their experiences and self-awareness in a journal, asserting that “our experiences are data drawn into the research process!” (Koch, 1999, p.26). I will keep a journal, as suggested by Koch (1999), which will inform my data for the hermeneutic process and provide helpful insight that I will bring into my critical reflection within the final section of this portfolio. Koch (1999) al encourages researchers to ‘tell and sell the story’ – “the final research product is a story that the researcher has constructed and communicated effectively, with the ultimate aim of advancing our understanding” (Koch, 1999, p. 32). The final story that I tell will be the presentation of the framework that I will have arrived at by the end of the hermeneutic process. 

Finally, Koch (1999) reminds us that the inquirer remains open to different interpretations or constructions when better insights come along. Hence, the framework I create will remain open to development in the future. 

Document analysis and thematic analysis 
Document analysis is a process that can help the researcher uncover meaning, develop understanding, and gain insights relevant to the research problem (Merriam, 1988). The term “document” can be used to refer to a wide variety of materials, including advertisements, event programs, newspapers, video, radio and television programme scripts, and various public records, amongst others (Bowen, 2009; Merriam & Tisdell, 2016). Patton (2015) asserts that any document containing text is a potential source for qualitative analysis and Morgan (2022, p.67) outlines the advantages of using documents, including that:
· Using pre-existing documents allows researchers to gain access to the best source of data for completing a project and, 
· Conducting a document analysis allows researchers to have access to data that would otherwise take enormous effort and time to collect.

Bowen (2009, p. 27) defines document analysis as a “systematic procedure for reviewing or evaluating documents” and provides a nut-and-bolts approach to document analysis. Document analysis involves finding, selecting, appraising and synthesizing the data contained in documents (Bowen, 2009).  Additionally, Bowen (2009) outlines that there are five specific uses of documents, which I have outlined in Figure 6. 

	Firstly 
	Documents provide background and context

	Secondly 
	They can prompt additional questions to be asked

	Third
	They provide supplementary research data

	Fourth 
	They provide a means of tracking change and development 

	Fifth
	They can be used to verify findings or corroborate evidence from other sources. 





           Figure 6 Five specific uses of documents collated from (Bowen, 2009, p. 29-30)

Document analysis also involves determining the authenticity, credibility, accuracy, and representativeness of the selected documents (Bowen, 2009; Flick, 2018). 
Each of these four areas is elaborated on below. 

1. Authenticity: The extent to which a document is genuine 
2. Credibility: The extent to which a document is free from errors 
3. Representativeness: How typical a document is 
4. Meaning: The significance of a document’s content 
								(Morgan, 2022, p. 70-72)

Some of the documents that I will be including are listed below. When analysing these documents, I will determine the authenticity, credibility, representativeness and meaning of each document. 
1. YouTube videos of interviews with the creators of SIX, Toby Marlow and Lucy Moss. These interviews will be transcribed and will give insights into the writing process for the musical, invaluable data that would be nearly impossible to gain access to if not for it being made available publicly in this manner. 
2. Music scores for the songs to be analysed. 
3. The Studio Cast Recordings and Original Broadway Cast Recording for SIX 


Denzin (1970) purports that document analysis can be used in combination with other qualitative methods to allow for triangulation, which provides “a confluence of evidence that breeds credibility” (Eisner, 1991, p.110). When conducting my analysis of SIX within the written assignment, I will analyse the documents analysis by drawing on both the narrative literature review and the framework that emerges from the hermeneutic circle. 


CONTEXTUALISATION AND NARRATIVE LITERATURE REVIEW 

The Pop/ Rock musical 

Musical theatre style has been eclectic from the beginning (Taylor and Symonds, 2014; von Germeten and Karlsen, 2023); influences on the developing genre in the early 20th century included everything from Tin Pan Alley, burlesque and vaudeville to European operetta. This eclecticism continued through the ‘Golden Age’, which extended from about 1940 until 1960 (Morris, 2018). Popular styles of music during this period were reflected within the styles seen in musical theatre. This ceased to be the case with the coming of rock ‘n’ roll music, and for the first time musical theatre no longer reflected the popular music of the day.

[bookmark: OLE_LINK3]Hair was the first musical to bring rock to Broadway in the late 1960s, despite the emergence of the genre more than a decade before. It opened the doors for the further expansion of the stylistic palette seen in musical theatre (MacDermot, 2003, Edwards & Hoch, 2018) and continued with musicals such as Jesus Christ Superstar and Grease. 
These shows helped to shape audiences expectations and taste and also helped fuel the contemporary pop movement in musical theatre (Edwards & Hoch, 2018). Composers began copying popular music idioms and combining them with musical theatre traditions and conventions (Edwards & Hoch, 2018). Rhythm and blues, gospel and soul were introduced from the 1970s with shows such as Dreamgirls and Godspell. The commercial success of Mamma Mia (which is still running having opened in London’ West End in 1999) popularised the jukebox musical: musicals that draw on pre-existing material from commercial artists.  
Hoch and Edwards (2018, p.183) discuss that in musical theatre, non-traditional genres are either identified by their exact category—country, gospel, disco, etc.—or generically called “pop/rock.” The table in Figure 7, which I compiled, represents some of the most successful Pop/Rock musicals to date, and serves to demonstrate the array of genres that are encompassed within the category ‘Pop/Rock’.

	Year 
	Pop/ Rock Musical 
	Exact category 

	1968
	Hair
	Rock (60s/70s)

	1971
	Godspell
	Gospel and Rock (60s/70s)

	1971
	Jesus Christ Superstar
	Rock (60s/70s)

	1972
	Grease
	Rock ‘n’ Roll & Motown 

	1974
	The Wiz
	Disco / Dance Pop 

	1981
	Dreamgirls
	Gospel / Rock ‘n’ Roll & Motown

	1982
	Little Shop of Horrors
	Rock ‘n’ Roll & Motown

	1996
	Rent
	Hard rock / punk 

	1998 
	Hedwig and the Angry Inch 
	Hard rock / punk 

	1999
	Mamma Mia (Jukebox)
	ABBA - Europop

	2003
	Memphis
	Rock ‘n’ Roll & Motown

	2005
	The Color Purple
	Gospel 

	2006 
	Spring Awakening
	Pop / Rock 

	2008 
	Next To Normal
	Hard rock / punk 

	2009
	9 to 5
	Country / folk 

	2011 
	Bonnie & Clyde 
	Country / folk

	2015
	Hamilton
	Rap

	2016 
	Waitress
	Country / folk

	2016
	Hadestown
	Folk/ Ragtime / Blues and gospel

	2017 
	SIX
	Contemporary pop 

	2018 
	Jagged Little Pill (Jukebox) 
	Alanis Morrisette - Pop/ Alt Rock 

	2019 
	& Juliet (Jukebox)
	Various pop artists

	2023
	Shucked
	Country / folk



Figure 7 Some of the most successful Pop/ Rock musicals to date and their associated genres

Vocal requirements in Pop/ Rock musicals 

With the evolution of the Pop/Rock musical, the vocal sounds or idioms heard within musical theatre also evolved to include everything from “quirky vocal breaks, rough vocal effects, to a varied use of ornamentations and ad-libs” (von Germeten and Karlsen, 2023). The term vocal idioms was proposed by Von Germeten and Karlsen (2023)  to denote the specific vocal elements that are characteristic within a given style, but that are not usually notated within the written score. Edwards & Hoch (2018) add that Pop/Rock vocals require rhythmic singing, vocal fry, growls, riffing, and a wide range of other stylistic tools that must be adapted for the storytelling needs of music theatre. Alex Lacamoire, Broadway music director and arranger best known for his work on Hamilton, asserts that

“Rock and pop styles are hard to fake in a song. If your performance doesn’t have those subtle nuances pertinent to each genre…it’s a dead giveaway that you’re not well-versed in performing in the idiom” (Church, 2019, forward). 

The contemporary musical theatre performer is thus tasked with understanding what these subtle nuances are, and where and how to implement them. Some of the main characteristics of Pop/Rock singing are presented below with explanations of each of these terms being provided in the glossary at the beginning of this assignment. 

The main characteristics of singing in Pop/Rock styles 

· Chest dominant vocal production for female identifying voices
· Use of falsetto for male identifying voices  
· Yodel or voice break effects 
· Rough vocal effects including growls
· Ornamentations and ad libs – riffing 
· Vocal fry 
· Creaky onsets 
· Soft and airy/breathy singing
· Belting 
· Speech-like singing 
· Rhythmic singing 


An understanding of the origins of Pop/ Rock styles in early rock ‘n’ roll also provides context for some of the above characteristics, with its spirit being inherently “audacious and unrestrained”, and having a strong sense of rebellion (Church, 2019, p. 31). Musical theatre performers also have the added challenge of taking the various genres out of their intended setting/ medium, and into the theatrical setting. Some of these challenges include:

· Many tonal goals are predetermined and expected based on established aesthetics; while unique takes on songs are desired, there are certain qualities that are expected by casting directors (Edwards and Hoch, 2018)

· While in Pop/Rock music there is often a relaxedness in diction, within a theatrical setting, lyrics must be heard and understood on a first listen in order for the story to translate to the audience; there is a necessary immediacy (Edwards and Hoch, 2018; Church, 2019). 

To reconcile the above, Church (2019, p. 24) goes on to express that “the key is in conscientiously attending to the rock aesthetic while simultaneously accomplishing one’s theatrical goals. It’s a matter of balance, and each song and each performer are different”. 

The written assignment that follows aims to support performers in doing that. 




















Critical reflection on the learning experience 
Richards (1991) describes critical reflection as a process of recalling, considering and evaluating an activity or process, and Johns (in Finlay, 2008, p. 9) says reflection is about being “mindful of self”. Additionally, Finlay (2008, p. 3) identifies two types of reflection: 

· Reflection-on-action (after the event) 
· Reflection-in-action (while doing)

Throughout the project, I have journaled my experiences in various ways, as was recommended by Koch (1999). These journal entries functioned as reflection-in-action, and helped me to build connections with what I was reading, to reflect on my past experiences, and to navigate my way through the process itself. These journal entries are also helpful now as I look back and engage in reflection-on-action. Both types of reflection will allow me to “revise, modify and refine” my expertise (Finlay, 2008, p. 4) and to gain new insights into myself and my practice (Boud et al.,1985).

Various models exist to bring structure to the reflective process, each varying in “their levels of prescription, explanation, criticality and reflexivity” (Finlay, 2008 p. 7). Of the models I explored, I decide to use Jay and Johnson’s (2002) typology of reflection. It involves three intertwined dimensions: descriptive, comparative and critical reflection. Each dimension is accompanied by questions that serve as useful prompts. A selection of questions for each dimension are presented in Appendix 2. Importantly, they warn that “the process is not as linear as the typology might suggest” (Jay and Johnson, 2002, p. 80), but rather, it serves to guide and inspire reflection. 

Using the questions in Appendix 2 as a guide, I will now reflect under three main areas:
1. The evolution of the project title 
2. Managing my frustration with the writing process 
3. The project as a whole: the what and how of the study

By reflecting, I hope to achieve a level of reorientation, which (Quinn, 2000, p.82)  describes “using the results of self-evaluation to influence future approaches to similar situations or experiences”. This will allow me to continue to improve my research skills as I continue with this Masters and beyond. 

The evolution of the project title 
Arriving at my final title involved a process of refinement. The initial title and the mind map below was my initial pre-tutorial sketch of where I wanted to go with this project. 

SIX The Musical A Pilot Study: An analysis of the stylistic and technical requirements for singers in this musical and the pedagogical tools available to MDs and singing teachers to coach these requirements. 

[image: ]

Early tutorial support and initial reading helped me to realise that this was too ambitious for the scale of this project. I started researching, and was excited by the directions I was finding myself going. However, despite the excitement, I was overwhelmed. Further tutorial support challenged the focus of the project given that I wasn’t clear on how I would be conducting the analysis. Reworking my approach I arrived at: 

· [bookmark: OLE_LINK1][bookmark: OLE_LINK2]This project aims to create a framework of analysis for musicals in a Pop/Rock style capable of capturing the nuances of vocal interpretation across the genre. 
· An analysis of SIX The Musical will be used to demonstrate the application of the framework.

While shifting the focus to the creation of a framework definitely brought more clarity and focus to the project, once I started writing, I felt that the phrasing within the title didn’t quite capture what it was I was attempting and wanted to do. Through careful consideration alongside continue to research and starting to write, I arrived at my finalised title. 

This process of refinement ensured that the title was aligned with the research I was doing, and that what I was doing was feasible within the scale of this project. While I felt positive about finally arrive at a title that felt right, I also felt a sense of inadequacy that I hadn’t been able to get it right from the start. Considering the comparative questions from Jay and Johnson (2002), I landed on ‘The process flow of PBR’ in Skains (2024), presented in 8. Skains is encouraging in acknowledging the difficulty in envisioning the entirety of a practise-based research project. Seeing that this process of revisiting and revising the research question is a  recommended practice helped me to reframe the inadequacy I was feeling, and steered me towards more self-compassion, and to acknowledge the progress I am making in refining my research skills. 

[image: A diagram of a research process
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Figure 8 The process flow of practice-based research in (Skains, 2024, p. 86) 

Managing my frustration throughout the writing process 
While I know that the overall outcome of this project on my professional practice will be positive, I want to take this opportunity to reflect on the frustration I have felt during the writing process. I have had a clear idea in my head of connections I wanted to make between the various sources that I have drawn on. However, at times, I have struggled to express this in a way that demonstrates this on paper with clarity. To overcome this, I needed to let go of the need and desire to express things clearly the first time out. Allowing myself to just put words on paper and know and trust that clarity would come in time, and with redrafts, allowed me to overcome some of this frustration.  
I think what I have presented in this written assignment is the closest I can come to articulating these connections. For me, the use of a graphic for presenting the framework was key to putting across my thoughts and ideas. In support of this, Malamed (2011), in Visual Language or Designers: Principles for Creating Graphics that People Understand, expresses the power of graphics in efficient communication and their ability to overcome complexity. 

While I know that I have overcome some of my struggles and frustrations to produce this work, moving forward I want to find other strategies to help with the writing process.

The project as a whole: the what and how of the study
Narrative literature review 
When searching for suitable literature, I used search terms including: “musical theatre style”, “pop singing in musical theatre”, “CCM”, “CCM in musical theatre”, “vocal riffing”, “modern voice pedagogy” and “musical theatre analysis”. I organised the literature in Zotero as well as using an Excel spreadsheet to systematically organised the data (Hart, 1998). As I navigated this literature, the key questions I had identified for the narrative literature review helped to organise my research notes. I had to be discerning about what to include given that there was more than I could synthesize within the scope of this project. 

Project design 
Alongside this reading, I was also refining my project design. Figure 9 demonstrates how I organised and evaluated the articles I would use to inform my project design, relying on peer reviewed articles that generally had a large volume of citations. 
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	     Figure 9 Organisation of methodology texts in Excel 

The hermeneutic circle 
The advice from Boell and Cecez-Kecmanovic (2021), which I collated in Figure 5 was invaluable when navigating the hermeneutic process. In searching and selecting, I started with three core texts, which I felt were “a small set of highly relevant documents” (Boell and Cecez-Kecmanovic (2021, p.135). My process for identifying key concepts, as well as drawing connections between these core texts is documented in my notes which I have included in Appendix 2. I identified von Germeten (2023) as my “pearl” document from which I identified further literature by reference tracking. This article, which proposed the concept of cast recordings as vocal scripts was the catalyst for the direction of my project towards a focus on listening. In a journal entry I made when exploring this text, I reflected on my own experiences with listening to recordings. I wrote the following: 

I am also remembering lessons with teachers where I was actively discouraged from listening because of the temptation/ risk of learning things “wrong”. 

This project has encouraged me to explore and challenge my biases and where they come from. In the same journal entry I had the following to say: 

As I read and take notes on “vocal scripts” and the lack of information included in scores in relation to vocal behaviour, I reflect on lessons where I listen to various recordings with students to analyse what performers are doing. In doing so, we look to see what information is in the score, and what has been “added” by the performer. Going back and forth between the score and the sonic information aims to encourage the student to borrow ideas without entirely copying.  

It is interesting to observe that while I was already encouraging students to listen, copying was something that I was avoiding. Moving forward, I will now have a more open-minded approach to copying giving the evidence that emerged as a result of this hermeneutic process.  

Document analysis 
Document analysis was used in the application of the framework to SIX The documents chosen were influenced by the requirements of the framework. I have used a table format to discuss the usefulness of each document chosen, as per Figure 6. Additionally, consideration is also given to the authenticity, credibility, accuracy, and representativeness of the selected documents (Bowen, 2009; Flick, 2018; Morgan, 2022).

	Document 
	Information 

	YouTube videos with Marlow and Moss, the writers of SIX 
	The YouTube videos used featured the writers of SIX discussing the artists that influenced the songs in the musical, which provided valuable background information. 

The fact that they were asked the same question again almost three years later provided a “means of tracking change and development” (Figure 6), which was discussed within the document analysis. 

The transcriptions and links for these videos are contained in Appendix 4.


	Casting guidelines 
	The casting guidelines provide additional information for each of the Queens, and also corroborate the evidence contained within the YouTube interviews. 

The casting guidelines are contained in Appendix 5.
 

	Spotify playlists
	I compiled the Spotify playlists based on the influences found in the YouTube videos and the casting guidelines. These playlists provide “supplementary research data” (Figure 6), in this context in the form of access to wider listening. 

The links to these playlists are contained in Appendix 6.
 

	The vocal selections for SIX, i.e. The printed score 
	The vocal selections used are the official published score for SIX and contain a foreword from Joe Beighton, the musical supervisor of SIX and Tom Curran, the orchestrator. The contents and forward for these vocal selections are contained in Appendix 8 to help demonstrate the authenticity and credibility of this document.


	Cast recordings – Studio Cast Recording and Original Broadway Cast Recording 
	The cast recordings served as the “vocal script” as per the framework, providing the primary source of listening vocabulary. Thus, the meaning behind this document is significant. Not only this, but the fact that there are two cast recordings of SIX provides a “means of tracking change and development” (Figure 6). 




I enjoyed the process of applying the framework to SIX and I can see how this framework will benefit my professional practice moving forward. 


Part Two: The Written Assignment 

Word count: 4927

INTRODUCTION

“The theatre is a cumulative workplace; and the enlightened and most marketable performer is not only adept at as many styles as possible…but is also a willing and gracious envoy and custodian of them” (Purdy, 2016, p. 9)

In the portfolio, I explored the Pop/ Rock musical: its growing popularity, the increasing demands it places on the modern musical theatre performer, and some of the main characteristics and challenges of singing in Pop/ Rock styles. This all provides context for the research that follows in this written assignment, the purpose of which is to develop a framework that assists in discovering the nuances of vocal interpretation required for performing credibly in musicals in a Pop/Rock style. 

I introduced hermeneutics as a philosophy and research methodology that aims to develop understanding through the interpretation of texts, and discussed the process involved in the hermeneutic circle.  I also discussed document analysis a “systematic procedure for reviewing or evaluating documents” (Bowen, 2009, p.27). What follows in this written assignment is twofold:

1. A literature review that is the result of engaging with the hermeneutic circle that includes the presentation of the titular framework
2. A demonstration of the framework using the musical SIX drawing on the principles of document analysis. 

Taking the advice of Koch (1999, p. 32), as seen discussed in the portfolio, I will now “tell and sell the story”.



PRESENTAION OF THE FRAMEWORK 
The purpose of this project was to develop a framework that assists singing teachers, vocal coaches and singers in discovering the nuances of vocal interpretation required for performing in musicals in a Pop/Rock style. Having engaged with various texts via multiple interactions of the hermeneutic circle in dialogue with my own experiences, I arrived at the framework in Figure 10.  Each of the three elements, in blue, seen in Figure 10 come together to support in the discovery of the nuances of vocal interpretation, primarily by developing an extensive listening vocabulary. The three levels of listening, in orange, can be applied to cast recordings and to the wider listening of pop/rock artists.

         
Figure 10 Framework for assisting singing teachers, vocal coaches and singers in discovering the nuances of vocal interpretation required for performing in musicals in a Pop/Rock style

While the overall goal for is to be credible when performing in Pop/ Rock styles, this framework represents just one portion of the journey towards this goal. This will be evidenced within the discussion that follows. Alongside the steps contained within the proposed framework, performers should continue to work on the building blocks of a solid vocal technique, developing a co-ordinated vocal apparatus that can be in service of the tonal goals of the performer. The literature review that follows will discuss how I arrived at this framework by considering each section of the framework. 

LITERATURE REVIEW: THE HERMENEUTIC CIRCLE 
The central circle of the framework, which puts forth the importance of developing a listening vocabulary, was arrived at by drawing on the fields of music education and neuroscience. The concepts of ‘sound before symbol’, inner-hearing and audiation will now be explored.

‘Sound before symbol’, inner-hearing and audiation 
In teaching music, I think it best to instruct them on the same principle as they are taught speech; viz., by deducing theory from practice, rather than practice from theory (Glover, cited in Rainbow, 1967: 50-1)
The above quote from Glover, a 19th century music educator, contextualises this conversation and traces an emphasis on experiential learning to the Romantic era and to educationalists such as Pestalozzi, Glover and Rousseau. Glover introduced children to solfa symbols for learning to sing, deliberately postponing the use of staff notation so that students could build an association between sound and symbol (Bennett, 1984). Rousseau also maintained ‘the sound first, and then the sign’ (Paynter, 1982, p. 12), and Pestalozzi stressed that children should be acquainted with particular musical phenomenon before encountering the symbols which represented them (Leonard & House, 1959). These praxial philosophies have informed, and are central to, the approaches of Jaques-Dalcroze, Kodaly, Orff and Swanwick (Swanwick, 1999; Landis & Carder, 1972), which all emphasis the concept of ‘sound before symbol’, which is seen to be effective in the development of inner-hearing. 
McGarry (2006, p. 21) highlights that developing and fostering inner hearing creates an ”inner life for the melody”. Audiation, a term that was coined by Edwin Gordon, relates to the ability to hear and comprehend music for which the sound is no longer present (McGarry, 2006). Gordon (1999, p. 42) expresses that imitation, memory and recognition are all part of the process of audiation and further, that learning to sing “is a matter of audiating a singing voice quality”. The table in Figure 11, which I collated from the writing of Gordon (1999, p. 42) outlines the process by which language is assimilated, through acquiring new levels understanding in phases, and connects back to the opening quote from Glover.  

	Stage 
	When
	Process 

	1
	0-9 months 
	Listening to everyone around you. Acquiring a listening vocabulary.

	2 
	9-18 months 
	Speaking vocabulary develops. 
Developing “word stock”. 
Continue to listen. 


	3 
	By age 3 
	Improvising. Rearranging familiar words. 
“The more you spoke, the better you listened, and the more you listened, the better you spoke”. 

	4 (Moving forward) 
	Formal schooling 
	Learn to read and write. 
Learn the theory of language i.e. grammar 


Figure 11 The process by which language is assimilated, collated from (Gordon, 1999, p. 42) 

In a similar way to how we acquire speech, Gordon (1999) expresses that children should be guided in developing a music-listening vocabulary before being taught music formally. It follows that my framework, which emphasises various levels of listening, serves to develop this listening vocabulary. In developing the vocabulary, Gordon (1999) emphasises the importance of repetition and variety, as well as imitation and recognition. Importantly,  imitation is the step beyond what the framework in the project addresses. While Gordon’s multistage process of developing audiation attends primarily to developing the skill of audiating rhythm and pitch, I would propose extending this concept to audiating other aspects of vocalising such as vocal quality, registration, vowel quality and onsets. In support of this, the Gordon Institute for Music Learning indicate that musicians audiate all aspects of musical sounds, including timbre, volume, and style. 
Interestingly, Gordon (1999, p. 42) observes that “some persons, especially those who have developed a rich listening vocabulary, can use language quite well even though they do not formally understand its theoretical structure”. I would suggest, in line with this, that performers who seem to sing more naturally in Pop/Rock styles without formal instruction, have developed a rich listening vocabulary when it comes to these styles. Anecdotally, this term I had a student who struggles with singing in a Pop/ Rock style indicate that she only listens to musical theatre music (primarily legit and contemporary musical theatre). Based on the current conversation, I would speculate that one reason she struggles is that she has not built up a strong enough listening vocabulary when it comes to these styles. 

[bookmark: OLE_LINK4]This focus on listening and auditory input is also backed by the field of neuroscience (Moss  2022; 2023). She asserts that “auditory input is the most critical; listening provides the imitative substrate for future sensorimotor learning” (Moss, 2022, p. 88). Advances in neuroscience offer us new insights, and it would appear that these insights confirm the praxial approaches of the aforementioned 19th century music educators and those who followed. The graphic in Figure 12 demonstrates that without auditory input, or a sense of tonal objective, the desired vocalisation will not happen. It follows that having developed an extensive listening vocabulary, the auditory input that Moss (2022) indicates as the first step of vocalising, can live within the inner ear. As such, vocalising the desired tonal outcome is a result of inner hearing (audiating) the desired tonal outcome and the vocal apparatus responding to that audiating. 

As was stated when presenting the framework, performers should continue to work on the building blocks of a solid vocal technique so that the vocal apparatus that can be in service of the tonal goals of the performer. 

[image: ]
Figure 12 Human vocal learning pathway from Moss (2022, p. 90)

Information in the printed score 
When I first embarked on this project, I assumed that my primary source of information would be found in the musical score. Having reflected on this, I recognised that my bias towards putting the score first is reflective of my training in the Western classical tradition. This bias, which in connotated in the German term “werktreue” , stems from the fact that “in so-called classical or Western-lyrical traditions, the written work commonly embodies a significantly high status and is seen as the primary source of interpretation” (von Germeten, 2023, pg. 79). Since many voice teachers in musical theatre are classically trained, is it not surprising that they would also share this bias (von Germeten, 2023; Church, 2019). This bias will in turn be reflected in how musical theatre performers are trained. While the written score still holds value, the following discussion will demonstrate the need to cast the net further when it comes scores for Pop/ Rock music.  

The problem with relying on the musical score when it comes to musical theatre, and specifically the Pop/Rock style, in twofold. Firstly, “rock music is not by nature written down, and therefore is not always precisely codified” (Church, 2019, p. 30). The pitches and rhythms contained within the musical score do not necessarily capture exactly the intention of the composer or the original performer; the notation of popular music in sheet music often follows the recorded songs as a means of distribution. Therefore, certain recordings can and should be seen as “definitive of the song itself” (Church, 2019, p. 30). Secondly, beyond not accurately annotating pitch and rhythm, musical scores lack “indications and distinctions of stylistic and vocal demands, requiring excessive sonic information when learning a piece” (von Germeten, 2023, p. 2023). Musical scores have limitations, and are not capable of capturing how the music contained within them should be sung. 

Cast recordings as vocal scripts + creating a table of features for focused listening
In light of the above, von Germeten (2023a) coined the term vocal script, drawing on the writings of musicologist Nicolas Cook. Cook (1999, 2014) makes the distinction between music as text - an object that is reproducible -  and music as script, whereby music is seen as performance, and not as the performance of music. As such, the object of music analysis becomes the acoustic traces that are left in recordings (von Germeten, 2023; Rodríguez and Stanovic, 2023; Duschak, 1968). These acoustic traces contain those elements of vocalisation that scores, and even words, are incapable of fully capturing (von Germeten, 2023; Church, 2019; LoVetri et al., 2014). 

In Pop/ Rock styles the elements of vocalisation that one is listening for are those characteristic sounds outlined in the literature review section of the portfolio, and include everything from creaky onsets, audible vocal breaks and airy sounds to the amount and rate vibrato, the registration used, and ad-lib ornamentations (von Germeten and Karlsen, 2023; Edwards and Hoch, 2018; Purdy, 2016). As such, von Germeten (2023, p. 68) argues that cast recordings are productive entities that influence “present-day formation of vocal behaviours, vocal styles, vocal tastes, and hence, vocal pedagogies”. Similarly, Edwards and Hoch (2018) discuss that the tonal goals for musical theatre are clear because of decades of cast recordings. Both Edwards and Hoch (2018) and von Germeten (2023) discuss how these recordings are the result of the collaborations between performers and the creative teams. Importantly, von Germeten (2023, p71) is careful to proclaim that the vocal script is not a “truth to be reproduced” but rather an “ongoing negotiation” that allows performers space for agency. 

When interacting with recordings, or vocal scripts, we come to the important conversation of how we label the sounds we hear, especially given that the terminology used to categorise is not universally agreed upon within the vocal scene (Melton, 2007). Von Germeten (2023, p. 72) acknowledges that there are many influential methodologies, each with their own specific terminology and discloses that her vocal language categorisations are shaped by her training within Complete Vocal Technique. She provides a table which includes an extensive list of things she would listen for. While some of these terms will be universally understood by those with vocal training, some are very specific to Complete Vocal Technique are thus prohibitive to those not trained in this methodology. The list, does however, provide a template from which one could create their own list of things to listen for using language that is specific to, or reflective of, their vocal training. My adapted table is presented in Flgure 14 below. 

	Primary vocal mode or register (M1/ chest voice, M2 / head voice)
Switching between vocal mode or register
Vocal breaks 
Sound colour 
Larynx height / position 
Amount of twang 
Volumes 
Onset treatment: Smooth, glottal, aspirate or creak 
Additional vocal effects: Growl, creak, cry, moans, screams 
Ornamentation 
Use of vibrato 
Melodic ad-libs / riffing 
Vowel modifications 
Sliding into and off notes 
Consonant treatment 
Use of belt and mix 





Figure 13 Features to listen for when engaging with a vocal script in a Pop/ Rock 
style adapted from von Germeten (2023, p. 73) 

Towards the three levels of listening 
Johansen (2013) offers further guidance into the levels of listening and copying in her article Learning From Musicians Better Than Me.  She gives an account of the practice of copying from recordings as part of folk-, pop- and jazz-students’ practice, the outcome of which was acquiring a specific musical language. She states that “by copying I refer to all kinds of listening actions that involve active and intentional internalizing of musical elements from listening to recordings” (Johansen, 2013, p. 82).  She articulates three main copying modes: 

1. Detail-oriented copying 
2. Concept-oriented copying 
3. Improvising with records

These vary in levels of meticulousness and deliberateness, and all move performers towards building a musical ‘storehouse’ of conventional phrases and phrase components (Johansen, 2013, p. 77). In a similar way to the value of the vocal script contained within cast recordings, ultimately recordings “function as a cultural available ‘pool’ of musical utterances and conversations, where students subjectively and selectively pick and choose” (Johansen, 2013, p. 93). I would posit that these are all ways of articulating the benefits and means of building a listening vocabulary, as seen in Gordon (1999).  

A redefinition of the zone of proximal development (Vygotsky, 1978) is discussed whereby value can be gained from copying and speaking in ‘other people’s voices’ as a means of acquiring a new language or vocabulary. Wertsch (2007) claims that by engaging in imitation, a person can use a new tool before they understand the function of it. Given that this is how a speaking vocabulary is acquired, as seen in Gordon (1999), it follows that “not only may it be possible, but it may be desirable for students to say and do things that seem to extend beyond their level of understanding ” (Wertsch, 2007, p. 188). Thus, direct copying from cast recordings and other pop artists can be used to bridge the gap in stylistic and technical knowledge. This copying also allows performers to begin to develop skills that they do not necessarily have the language for, overcoming the need to understand language that might seem prohibitive or off-putting. Equally, language can following the acquisition of the skill. 

Three levels of listening 
While it is copying that is put forward by Johansen (2013), I would bring this back a step to listening. Given that auditory input is the first step towards vocalisation, as seen in Moss (2023) and Gordon (1999), and that the framework that I am presenting focuses on the what before the next step of how, I am proposing an adaptation of the above main steps from copying to listening. Thus from detail-oriented copying, concept-oriented copying and Improvising with records I arrived at: 

1. Detail-oriented listening 
2. Concept-oriented listening 
3. Focused listening to improvised vocals (riffs and ad-libs.)

When engaging in this detail- and concept-oriented listening, performers will be listening for all features of the vocal performance, akin to those presented in Figure 13.  While concept-oriented listening focuses on gaining an overall impression of the elements involved, detail-orientated listening is more meticulous, attending to every element one hears. This level of listening will involve focusing on shorter phrases, and listening with multiple repetitions to build a close-to-accurate aural memory of the elements involved.

 Imperatively, the third listening point tends to the importance of improvisation which is “an essential element of rock” (Church, 2019, p. 52). Careful listening by singers can help to gain a sense of appropriate improvisation in the context of musical theatre. The importance of aural instruction in improvisation achievement and self-efficacy was studied by Watson (2010), who concluded that aural imitation exercises led to greater success when compared to notated exercises. Additionally, Madura (1996) and May (1998) both indicate that aural imitation skill is a predictor of success in vocal improvisation. Given that listening has been demonstrated throughout this discussion as a precursor to imitation, it follows that the focused listening to improvised vocal proposed within the framework will in time lead to imitation. 
 
The three types of listening proposed here provide scaffolding for focused listening and will be demonstrated in the next section of this project.  

Research into songwriters’ influences leading to wider listening of Pop/Rock artists 
While the value and validity of imitation and copying has been discussed, Church (2019) in his book Rock in the Musical Theatre: A Guide for Singers asserts that much more than an imitative approach is required. He goes on to express the need for performers of Pop/ Rock musicals to immerse themselves in any branch of rock music before attempting to perform it. This immersion includes learning about the origins and history of rock and the specific genre in which you are performing, as well as listening to rock music and attending concerts.
Additionally, he expresses the need to understand what influenced the songwriters, the cultural and political climate in which the songs were written, as well as know the “musical literature that inspired the style and content” (Church, 2019, p. 35). He also recommends observing famous rock (or pop) personalities, dissecting their performances and personas with “a critical and technical as well as aesthetic eye” (Church, 2019, p. 77), and encouragingly expresses that “with all the material that’s out there, a lifetime of such learning is available”. These assertions from Church (2019) are supported by social cognitive theory, which proposes that observing and modelling the behaviour of others is one of the most important ways people learn (Bandura, 1997). 








DOCUMENT ANALYSIS: APPLYING THE FRAMEWORK TO SIX 
The application of the framework will be presented by tending individually to each aspect of the framework in the following order: 

1. Research into songwriters’ influences leading to wider listening 
2. Information in the printed score 
3. Cast recording as vocal scripts 	
· Three levels of listening 

Research into songwriters’ influences leading to wider listening  
In an interview shared on YouTube (full transcript in Appendix 3), Marlow and Moss, the writers of SIX, were asked the question “Who were the inspirations behind the six Queens?” 
Using their answers to this question, as well as information in the SIX casting guidelines (Appendix 4), I created the table in Figure 14. 
	Queen
	Inspirations for each Queen 

	
ARAGON (Catherine)
	
Beyoncé, Jennifer Lopez & Shakira  

	
BOLEYN (Anne)
	
Lily Allen, Kate Nash, Avril Lavigne (Girlfriend),
Miley Cyrus and Katy Perry 

	
SEYMOUR (Jane) 
	
Adele, Sia & Lady-Gaga (ballads) & Emeli Sandé 

	
CLEAVES (Anna)
	
Nicki Minaj, Rihanna & Charlie XCX

	
HOWARD (Katherine)
	
Ariana Grande & Britney Spears 

	
PARR (Catherine)
	
Alicia Keys, Emeli Sandé, Mary J. Blige, Lauren Hill & Jorja Smith 


Figure 14 The inspiration for each Queen in the musical SIX 

Having both outlined the various artists that inspired the music, they said the following: 

Marlow: But yeah, those are the artists that we ripped off when writing SIX the musical. 
Moss: Yeah, we've plagiarised directly from them. 

While said in jest, it acknowledges the extent to which they were influenced by those artists, and provides important sonic information. In light of this, I created a Spotify playlist for each Queen containing a selection of songs by the artists they were influenced by. As part of my focused listening, I would spend time listening to the appropriate playlist for the Queen whose sound I was trying to develop a listening vocabulary for. As will be demonstrated with the cast recording, this listening could be influenced by the ‘three levels of listening’ seen in the framework in Figure 10. A link to each of these playlists is shared in Appendix 5. 

When asked the same question (“Who were the inspirations behind the six Queens?”) in an interview almost three years later, Marlow and Moss had the following to say: 

Moss: So we obviously had our sort of palette of Queens originally but now like all of the different performers bring their own different versions.

Marlow: So yeah…the different people bring in the different Queens, the palette does increase.

They both acknowledge the stylistic influences that the performers bring, and how the artists they listen to influence their vocal behaviours and choices. This demonstrates that while the writers of the musical were originally influenced by certain artists, the performers still have space for their own voice to be heard, allowing for the “ongoing negotiation” discussed in the context of the vocal script (von Germeten, 2023, p71)




Information in the printed score 
I collated the table in Figure 15 from information printed score which I accessed through the Vocal Selections published by Hal Leonard. This was the result of brainstorming for each song. This brainstorming can be found in Appendix 6. 

	Queen & Song
	Range 
	Performance directions
	No. of References to riffing & ad libs. 

	ARAGON-
No Way
	Ab2 to Eb4
	Punchy pop (120 BPM)
b. 84 Slower (108 BPM)
	x2

	BOLEYN – 
Don’t Loose Your Head
	C3 to C4
	Lively pop (168 BPM)
b. 159 Rock Chick
	x1

	SEYMOUR – Heart of Stone 
	A2 to D4
	Expressive (113 BPM) 
	x4

	CLEVES – 
Get Down
	G2 to A3 
	Bassy pop (103 BPM) 
	x1

	HOWARD – 
All You Wanna Do
	A2 to F#4 
	Swung 8ths (144 BPM) 
	x1

	PARR – 
I Don’t Need Your Love
	A2 to E4 
	Tenderly, rubato (85 BPM)
b.33 Slightly faster (96 BPM)
	x2


Figure 15 Information contained within the printed score for SIX 

The printed score will also be used to demonstrate the detail-oriented listening, and will all help to demonstrate differences between the printed score and the cast recording. 






Cast Recording as a Vocal Script
When it comes to using the cast recording as a vocal script for SIX there are two cast recordings to draw on: the Studio Cast Recording (UK, 2018) and the Original Broadway Cast Recording (2022). I have chosen three songs to demonstrate the application of this part of the framework. In choosing, I aimed for the songs to be varied, allowing for analysis to be as representative of the musical as possible. This decision making process was assisted by the table compiled from information in the printed score. The songs that I will be using are:

1. No Way 
2. Heart of Stone 
3. Get Down 

As per the framework, I will engage in concept-oriented, detail-oriented listening, and focused listening to riffs.

The concept-oriented listening will be presented in the form of a thought bubble, which I chose to capture the mental process involved in listening for the various elements at a more general level. This listening is to the full song.

For the detail-oriented listening, I selected a short phrase and annotated the score. This was completed over the course of multiple listens. 

In demonstrating the focused listening to riffs, I will present the score for where opportunities for riffs are indicated as well as the time codes on each recording for signposting. 







NO WAY 	
Concept-oriented listening 


Rhythmic singing      Conversational     Chest-dominant
    Pitch rotations       Spoken ad libs.          No vibrato
Towards end: Head dominant & breathy singing
Mix-belt







Studio Cast Recording: Renée Lamb 





Original Broadway  Cast Recording: Adrianna Hicks 
Rhythmic singing      Conversational    
 Chest-dominant including breathy singing 
    Pitch rotations       Spoken ad libs        No vibrato
Towards end: Switching registers     Belt     Growls 
  		    		Mix    
Mix-belt









Detail-oriented listening
[image: A sheet music with text and notes
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Figure 16 Bar 1-8 of No Way from the Studio Cast Recording [Timecode 0:00-0:18]


[image: A sheet of music with notes
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Figure 17 Bar 1-8 of No Way from the Original Broadway Cast Recording [Timecode 0:00-0:18]





Focused listening to riffs 
The score for No Way makes two references to riffing, which are both highlighted below. At bar 101 there is an indication to “riffs ad lib”. The line above the score indicates to continue riffing through bar 102. The same instruction is given at bar 104, this time continuing for 7 bars to bar 110. Focused listening to what Renée Lamb and Adrianna Hicks do on the cast recordings will help build a listening vocabulary for riffing. 
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Figure 18 Printed score for bar 99 to 106 of No Way showing indications to add riffs 

The timecode on the cast recordings for bar 100 to 110 are as follows:
· Studio Cast Recording (Renée Lamb) = 3:25-3:46
· Original Broadway Cast Recording (Adrianna Hicks) = 3:29-3:50

Both performers handle these moments differently, so it makes for an interesting comparison and valuable listening vocabulary. 







HEART OF STONE 
Concept-oriented listening 
Vibrato and the ends of phrases     
Longer phrases   Soft sensitive singing       Varied use of chest-dominant, head-dominant and mix 
Breathy singing          Lots of riffing      Belt    
  High head-dominant riffs       Straight tone to vibrato 
  Mix-belt









Studio Cast Recording: Natalie Paris





Pulling rhythm of text      Lots of cry     Creak 
Varied use of chest-dominant, head-dominant and mix 
   	 Some vibrato       Lots of riffing         Belt
Flipping up off notes at the end of phrases
  		    		 
Mix-belt







Original Broadway  Cast Recording: Abby Mueller

GET DOWN 
Concept-oriented listening 








Detail-oriented listening
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Figure 19 Bar 25 to 34 of Heart of Stone from the Studio Cast Recording [Timecode 0:42-1:01]
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Figure 20 Bar 25 to 34 of Heart of Stone from the Original Broadway Cast Recording [Timecode 0:50-1:10]





Focused listening to riffs 
The score for Seymour, the Queen that sings Heart of Stone, has the most references to riffing, with mentions appearing 4 times: bar 64-66, bar 119-129, bar 132-133 and bar 142. 
The first two of these will be presented here.
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Figure 21 Printed score for bar 61 to 66 of Heart of Stone showing indications to at riffs 

The timecode on the cast recordings for bar 61 to 66 are as follows:
· Studio Cast Recording (Natalie Paris) = 1:58-2:12
· Original Broadway Cast Recording (Abby Mueller) = 2:07-2:22
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Figure 22 Printed score for bar 119 to 122 of Heart of Stone showing indications to at riffs

The “riffs ad lib.” starting from bar 119 are sung by Seymour over the rest of the Queens singing backing vocals of the main chorus melody. 

The timecode on the cast recordings for bar 118 to 126 are as follows:
· Studio Cast Recording (Natalie Paris) = 3:58-4:15
· Original Broadway Cast Recording (Abby Mueller) = 4:06-4:25

GET DOWN 
Concept-oriented listening 

Chest-dominant          Speech-like; conversational
Rhythmic singing 	Spoken / Rap-like	Growl			Spoken ad libs






Studio Cast Recording: Genesis Lynea





Strong consonants    Chest-dominant including 
Conversational rhythmic singing  
  	  Spoken/ rap-like 	Strong glottal onsets 
Playful “operatic” moment      Growls 
  		    		  
Mix-belt









Original Broadway  Cast Recording: Britney Mack












Detail-oriented listening 
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Figure 23 Bar 41 to 50 of Get Down from the Studio Cast Recording [Timecode 1:31-1:53]
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Figure 24 Bar 41 to 50 of Get Down from the Original Broadway Cast Recording [Timecode 1:35-2:08]






Focused listening to riffs 
Interestingly, the score for Get Down not only indicates adding riffs but welcomes other ad libs. What follows in the cast recording is less melodic riffing than is seen in No Way and Heart of Stone, and more improvised spoken vocalisations. 

The timecode on the cast recordings for bar 102 to 110 are as follows:
· Studio Cast Recording (Genesis Lynea) = 3:46-4:07
· Original Broadway Cast Recording (Britney Mack) = 4:07-4:48
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Figure 25 Printed score for bar 102 to 110 of Get Down showing indications to at riffs and ad libs. 










CONCLUSION
In conclusion, the framework presented in this project draws on the first phase of language acquisition: listening. By exploring various levels of listening performers can begin to develop a wider listening vocabulary. Moving forward, I intend to continue with this research into supporting performers to find nuance and credibility in Pop/ Rock styles. Taking lessons from my research into audiation, I will move beyond the listening phase to imitating and copying. 

The process in arriving at the framework and applying it to SIX has been a valuable one. I firmly believe at this point that the framework developed will lead me to increased success with the singers that I work with; I am already more confident in how I am approaching Pop/ Rock styles. Furthermore, I believe it will give performers the tools to move towards autonomy by improving their analytical skills for singing Pop/Rock styles, which was an objective established at the beginning of this project. 

While I developed this framework for musicals in Pop/ Rock styles, having applied it to the musical SIX I can see how it could be adapted and applied to all styles found in musical theatre, and beyond. For me personally, I can see how I could use it to structure and scaffold my musicianship and repertoire classes, as well as support by one to one singing lessons within my professional practice. 
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Appendix 1 
SAMPLES OF DETAILED PLANNING IN NOTION 
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TO DO list from table above (via ‘OPEN’ button above) 
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Appendix 2 

Questions for each dimension of Jay and Johnson’s typology of reflection collated from (Jay and Johnson, 2002, p. 77) 

	[bookmark: OLE_LINK5][bookmark: OLE_LINK6][bookmark: OLE_LINK7]
Descriptive 
	
· What is happening?
· Is this working, and for whom?
· How am I feeling?
· What do I not understand?


	
Comparative 
	
· How do other people who are directly or indirectly involved describe and explain what is happening?
· What does research contribute to an understanding of this matter?
· How can I improve what is not working?


	
Critical reflection 
	
· What are the implications of the matter when viewed from these alternative perspectives? 
· Given these various alternatives, their implications, and my own morals and ethics, which is best for this particular matter?
· How does this reflective process inform and renew my perspective?









Appendix 3
HERMENEUTIC CIRCLE NOTES 

Brainstorming connections 
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Reference tracking: 
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Building connections: 
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Note taking and connection building: 
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Appendix 4
TRANSCRIPTIONS OF YOUTUBE VIDEOS WITH WRITERS AND CAST OF SIX

Interview with the writers of SIX the Musical Toby Marlow and Lucy Moss 
Uploaded Jan 14th 2019. Accessed Feb 18th 2024
https://www.youtube.com/watch?v=YNIFnQVRoRg

Interview question: Who were the inspirations behind the six Queens? 
[2:12-3:01]
Moss: Aragon definitely is Beyonce. She's the kind of Beyonce…
Marlow: With elements of like J-Lo, because of like that [vocalises beat]
Moss: Bit of Shakira as well…
Marlow: Yeah, yeah, yeah.
Moss: And then Anne Boleyn is Lily Allen, Kate Nash, a bit of Avril Lavigne “Girlfriend” kind of vibes. 
And then Seymour kind of did a bit of Adele meets kind of Sia, like all kind of like a Gaga-like ballad, rather than kind of…
And then yeah, Nicki Minaj, Rihanna, Charlie XCX for Cleaves. 
Ariana and Britney were the main two for Howard. 
And then yeah, Alicia Keys, Emily Sande…
Marlow: Bit of Mary J. Blige, Lauren Hill kind of thing for Parr as well. 
But yeah, those are the artists that we ripped off when writing SIX the musical. 
Moss: Yeah, we've plagiarised directly from them. 

Toby Marlow and Lucy Moss: Same Interview, (Nearly) 3 Years Later
Uploaded Nov 2nd 2021. Accessed Feb 18th 2024
https://www.youtube.com/watch?v=vnEbhf8dnWE

Interview question: Who were the inspirations behind the six Queens? 
[4:50-5:50]
Moss: So we obviously had our sort of palette of Queens originally but now like all of the different performers bring their own different versions.
Two that come to mind are…I know that Andrea on Broadway who plays Anne Boleyn, she takes a lot of inspiration from Billie Eilish as her Anne Boleyn.
Marlow: Yeah.
Moss: And then I know that Brittany Mack who plays Cleaves on Broadway takes a lot of Inspo from Janet Jackson.
Marlow: Yeah. Yeah. And Lizzo.
Moss: Lizzo yeah.
Marlow: Um, I’m trying to think if there’s any like…? Oh, I guess like, like, Abby's, there's like, there's like Celine Dion up in there and, and like, and like some like country vibes to some of the gorgeous things she does. Yeah. So yeah, it's just like, like, cause the different people bring in the different Queens, the palette does increase.
But also like new people like…can like Billie Eilish and like Lizzo, were they like as [hand gestures for big]? 
Moss: She was, Billie Eilish was like seven when we first wrote SIX. 
Both laugh.
SIX – Toby Marlow & Lucy Moss Lyric by Lyric 
Uploaded Dec 16th 2022. Accessed 18th Feb 2024
https://www.youtube.com/watch?v=l2RA5aKITzs

Sung intro to video: “We're taking back the microphone, I'm gonna raise my voice”
[0:07-0:43]
Moss: I don't remember specifically when this line kind of came into it all but taking back the microphone was always kind of like a tag line that we had like from the beginning
because it was very like “pop concert” version of like reclaiming the story and like rewriting historical narratives.
Marlow: Yeah and this is like in the remix of “I Don’t Need Your Love”, one of the last songs
and it's kind of a reference back to Ex-wives when Catherine Parr goes “and I picked up a pen and a microphone”.
Moss: Yeah exactly.
Marlow: And then she goes “we're taking BACK the microphone”
Moss: It kind of encapsulates the whole message of the show. It's about kind of claiming space and using your voice and taking back the narrative.
Marlow: Yeah, what's SIX is all about. 
Moss: That’s what it's all about.


SIX – Toby Marlow & Lucy Moss Lyric by Lyric Part 2
Uploaded Feb 23rd 2023. Accessed 18th Feb 2024
https://www.youtube.com/watch?v=MPpYqeoI9a4

Sung intro to video: “So you read a bible verse that I'm cursed cause I was your brother's wife. You say it's pity ‘cause quoting Leviticus I’ll end up kiddyless all my life”.
[0:07-0:56]
Marlow: This wasn't in the original draft of the song. A lot of the songs are basically identical to what they were in the very first student production. But then this was one of the lyrics we rewrote. The chorus is with the same, but the verses…
Moss: Well it's because we weren't sure whether we were gonna try and write all the songs to sound like generic pop songs that could be on the radio today, like lyrically, or if we were gonna lyrically actually reference the like Tudor history.
And then sort of by the second day of writing we were sort of like doing full on like Tudor puns that…
Marlow: “Tried to elope, but the Popes said nope”
Moss: Exactly. But the sort of original draft of this was like a sort of more like a generic like breakup song. And then when we kind of finished the show and then it had to go on straight away, we were like “oh we wish we could rewrite that bit, that song could be a little bit more specifically about her”.
Marlow: Yeah and you know what, I would say to this day I'm still bloody proud of the “pity cause/ Leviticus” rhyme. 
Moss: It's a nice little rhyme. 


Sung lyric from cast recording: “But why should that story be the one I have to sing about just to win? I'm out!
[0:57-1:40]
Moss: This is Catherine Parr, in “I Don’t Need Your Love”,  when she's sort of like “let's sing for a second about why we're doing this competition”. It's really important for the bit in the show because it is her sort of essentially saying “Actually we should stand together” etc. There's this kind of turning point.
Marlow: Yeah it's a really nice moment. I remember when Anna, when she would do that, she would just like care so much. And I would like see it and be like “oh my god, like I understand Catherine Parr in a whole different way because of the way you performs this”.
It's now in the audition cuts for Catherine Parr. Yeah and then it's like when you're watching them do it, you’re like “I see that you care”, you know?

Sung lyric from cast recording: “But now we’re one of a kind, no category”
[1:45-2:28]
Moss: What is nice about this, I feel like I speak both when I say, “we're one of a kind of category,” I don't think we overthought that line, it probably was just something we were like “Oh that feels good and feels right” and what's really nice is the way that people really respond to it and it does kind of encapsulate what the show is about in terms of them all being kind of individual but also part of a group. There's sort of lots of layers to it that people have found that like we definitely didn't consciously like intend, which I think is really nice. People are like “Wow! This thing ‘cause of this reason”, and you're like “Yes…we did plan it”.
Marlow: “Yep, yep, that was intended to be that way”. I relate to this lyric and I love it. 
Both sing: “We're one of a kind, no category!”
[Laughs] 


A Royal Roundtable with SIX The Musical 
Uploaded Jun 17th 2022. Accessed Feb 18th 2024. 
https://www.youtube.com/watch?v=JRn6a7DJkRU

Intro [0:00-0:55]
It's cool being the somebody that I needed when I was younger.
I'm showing them that there's space for them where they're going. Because this company, this cast, is so diverse. And all the roles that we wish we'd seen growing up are in every single queen.
Marlow: Hello! We are here at the Skylark. I am here with the Queens of Six the Musical and the co-writer Lucy Moss and co-director Lucy Moss of Six the Musical.
I think actually it's the first time that this group of people have all sat down together to have a little chin wag. Am I right? Am I wrong? Tell me if I'm wrong. I can take it. 
And we thought it'd be cool to just sit down all together and to have a chat, to check in, catch up and spill the Tudor tea, as it were. 

Queen Presentations [0:55-4:18]
Marlow: So, Adrianna, do you want to go first?
Adrianna Hicks (alternate): I think I could for a change. You know what I’m saying?
My question actually is for Lucy. You get the first question, yay!
So, for people who don't know, a big part of the rehearsal process is giving a presentation on each of our Queens. Yeah, you all remember that, it was really cool. Can you talk about crafting that process and why it was so important?
Moss: Yes. Oh my gosh. Yes.
The Queen presentations, those who don't know, happens kind of at the end, towards the end of our first week of rehearsals. And obviously, as you all know very well, with these characters, they're kind of half of the character and half of yourselves.
And so, it's always so important that people kind of have a personal connection to their Queen. And they really kind of create their own relationship and understand what happened to them and then how they resonate with them. And so, it's really then important.
what we do is we kind of get together and everyone kind of presents their Queen's story in a kind of whatever form that they want. It's a really amazing way to mesh our, your brilliant selves with the characters for the first time. And also to be able to share them on your own terms with each other. The show isn't really about their stories, right?
It's about you all, and us. It's about women today, you know?
And that's my answer to a question Adriana.
Adrianna Hicks (alternate): I love it. I love that process too. That was so fun because I didn't know anything about these women.
Moss: So, I feel like I've got a question for you, Sam.
Samantha Pauly (Howard): For me?
Moss: For you, yes. So, the Broadway Live album recently surpassed 6 million streams.
And also, “All You Wanna Do” was voted Favourite New Song by Broadway.com Audience Choice Awards.
So, what has the reaction been like for you? Like, what's it like hearing this song?
Samantha Pauly (Howard)It's been very surreal. I feel like everyone probably feels that way. It was really wild.
I don't think any of us knew what to expect when we were listening to it.
And particularly for “All You Wanna Do” and what the song is and what I know it means to a lot of people. Because, you know, in all of the times that we've worked on it, you had to tell me a lot, like, it doesn't have to sound good. It doesn't have to sound pretty.
Because that's not what this experience is. It's not pretty. It's ugly.
And so, I think I was very nervous to hear that as it has come out and people have listened to it. There's kind of like a, I guess, like a gratitude, not only for me, but for other people that have listened to it to say like, I'm so happy that this is what version we have.
I'm like kind of realising all of this as I'm saying it, which is really kind of wild.
It forever exists in this version. And I made that.
Moss: Yeah, you did.
Samantha Pauly (Howard): Yeah! Which is wild. And I think we all feel like that about our individual songs that, like, listening to it, we're like, “Oh my God, that's me”.
Moss: I feel like for me listening to it, it's like, what I can hear is just all of the work that all of us put in for so long.
Hearing that and like, especially the like, it being from the opening night.
And it's just so brilliant that you all like immortalised that with your very, very special performances.
Empowering Fans [4:18-5:55]
Samantha Pauly (Howard): My question is for everyone. What has it meant to you to see fans get so empowered by the message of the show?
Mallory Maedke (alternate): Seeing these little kids come see the show for me, I think I get a huge kick out of it because it changes their whole like perspective on what musical theatre is. And like, they're now like making their own costumes and diving into a world that they didn't know existed before. Like, it's just amazing.
And anytime I can, like, wave or like make a connection with one of those kids out there, I just feel like, I don't know, it's just gonna inspire them to want to be able to work harder and continue doing what they're doing to get to where we are. Because that's what I remember growing up as a kid.
Andrea Macesaet (Boleyn): It's been really special because we grew up not seeing what they see on stage, so I feel like I get to live my younger self's dream through their eyes and see what they're seeing. And with the powers of social media and how active we all are, they have more of a connection to us too. So it's cool being the somebody that I needed when I was younger.
Joy Woods (Parr): Showing them that there's space for them where they're going.
Because this company, this cast is so diverse and all the roles that we wish we'd seen growing up are in every single queen. And I'm very happy that we can have those moments with them when they're in the audience. And I know when I say hello to a kid, they're making my night. And I hope I can do the same for them.
Andrea Macesaet (Boleyn): It's those moments that create just like core memories for them.

New Company Members, First Time On Broadway [5:55-10:20]
Marlow: I had a question for you. As our newest company member, as Cathy Parr, what's that been like for you?
Joy Woods (Parr): It's been a ride. I feel like I've been trying to soak in and take in all that you've built in the last three years in those two months. And it's been more beautiful than anything. Just watching the community bond a little bit closer and just seeing how much you guys love each other and on stage and off. It's very special and I'm very happy to be a part of it.
Marlow: You're very excellent at it. You bring such a warmth to it, which I really love.
And your voice is ridiculous. Having played the role myself… [laughs] Which is amazing.
I know just how challenging it can be. Many, many hours.
Joy Woods (Parr): So, I think I have a question now. It's for Dre.
What do you think Little Dre would think of you today?

Andrea Macesaet (Boleyn): I hope that she's happy. You know, I didn't... I never thought that I would be here. Broadway was always like, Broadway. Yes. I'm from Winnipeg, small town.
And then it happened. And it was wild. And I think it's just the journey of all of us coming together. All of our stories and our lives at the time when we got the news that this was coming here. I think we were all like, LOL, what? Truly.
Marlow: Always in character.
Andrea Macesaet (Boleyn): Always! But at the end of it all, I hope that Little Me is proud.
My question is for Abs. What has made this experience one of a kind?
Abby Mueller (Seymour): Well, obviously the people, but also this is the first time I've been part of an original Broadway musical, which is always one of my dreams, right?
So it's been really neat to have been a part of it from the start in Chicago.
It's just been a trip, but I'm just so grateful. And the fact that we're here at this moment now, it's just really cool to be able to celebrate. I'm proud of us for getting here. And thank you guys for writing so we could all be here.
Marlow: Our pleasure.
Abby Mueller (Seymour): I have a question for Dre.
For me, the message of six has taught staying true to who you are and owning your story and your voice. I feel like that's a major theme. What does the show taught you about yourself, would you say?
Adrianna Hicks (alternate): So many things! How yourself is a priority. It truly is because I don't have to compartmentalize myself because one day I am Catherine of Aragon.
One day I'm actually Seymour. One day I'm a Cleves, one day I'm a Parr, you know, but it's been so freeing to have permission to evolve, permission to be loved by not just the audience, but by you all to love in return. That has been the most beautiful journey with Catherine of Aragon and she's also been a challenge in breaking me out of my shell, to not hide, to not put up any walls and just to shine. Yeah, that's a great question. I love that so much. There's so many things I could say about that.
Okay. Mallory.
So you cover multiple Queens who all have to find their own voices in the show.
How has the show helped you find your voice?
Unidentified voice:  Oh, riff it out!
[Riffing and laughs]
Mallory Maedke (alternate): I mean, it's tough.
It's tough because I feel like it could be a loaded question because I've learned from you guys so much on stage watching you guys what you put into the characters.
And you guys, the creatives have given us support as alternates to be ourselves, even while playing these characters, even while we've said it, with how you guys are playing it.
I have more power than I ever thought I could have when I first started, and I'm not like afraid of a challenge, and I don't know. There's just so many good positive things that came from doing the show and being a Queen on stage and being able to be myself in different ways as all the different Queens that I cover.
Yeah. It's been an amazing experience.
I have a question for Toby. Last but not least.
What has been your favorite moment from this journey?

The Sound [10:20-12:07]
Marlow: I don’t know.  It's funny being here and all I've just been thinking a lot about auditions and the first time seeing you and then first time seeing all the material.
But at the moment, I don’t know if it's my favorite, but it's one of them.
It was in like, I would probably say February 2020, when we were in like tech or previews or something. And that's one moment where the band were like running the opening and you guys like came into the audience. It was the first time kind of like hearing what we hear all the time and hearing like the noise, and hearin Paul Gatehouse’s stunning sound design.
And I remember you all found it, I think, quite emotional and overwhelming.
Andrea Macesaet (Boleyn): I sobbed. 
Marlow: Yeah. And I was like, oh, that's so nice that you get to experience this gorgeous sound that everyone's created.
Obviously, you guys are so good in SIX The musical, don’t get me wrong, you’re really good in SIX the musical. But one of the things I'm also so so proud of in the show is the band and the orchestrations that Tom Curran made and the sound design and just like all those elements that make this sonic world for you to experience that for the first time was special, special for me, since I’m proud of you guys and so proud of the sound of the show.
So it was nice for those worlds to come together. Do you know what I mean?
Moss: On the stage, like doing this amazing thing and you only know like, you only know a tiny bit of how it feels like. Oh, this is the like power that we have.
Joy Woods (Parr): I know sometimes when we're doing the show, we look in the crowd and we see people bawling their eyes out. Like, yeah, I get it.

































Appendix 5

CASTING GUIDELINES FOR SIX

https://sixthemusical.com.au/wp-content/uploads/2023/11/SIX010_NATIONAL-Casting-Brief_D5_A.pdf [Accessed April 3rd 2024] 
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CHARACTER BREAKDOWN FOR SIX  FROM CASTING CALL:
https://www.backstage.com/casting/six-the-musical-2547472/ [Accessed April 3rd 2024]

Catherine of Aragon: The Queen who lasted the longest, and (in her opinion) was the strongest. As far as she is concerned, she was the only rightful Queen of England and stayed that way until the end of her life. This fiery Queen was fierce, firm, and took no BS from anyone - least of all her troublesome husband. Pop inspiration: Beyonce, J-Lo, Shakira.

Anne Boleyn: Depicted most often as a "deceitful temptress" by historians and storytellers alike, Henry's second wife has been the subject of the most speculation and mythologizing. Our Anne, however, playfully defies these aspersions on her character. She is a bubbly, fun-loving gal who only wanted to snog a sexy guy, and then suddenly the entire religiopolitical landscape of England is in turmoil and everyone's losing their heads over it. Pop inspiration: Lily Allen, Kate Nash, Katy Perry, Miley Cyrus, Avril Lavigne.

Jane Seymour: The Queen who finally succeeded in producing an heir to the Tudor dynasty and, conveniently enough, she is also the one who Henry claimed was the only wife he 'truly loved'. But although Jane might at first seem a bit of a pushover - lovably earnest, always a beat behind the rest, and with a real zeal for bad jokes - she's steadfast, loving, and deep down as fierce as any other Queen. Pop inspiration: Adele, Emeli Sande, Sia.

Anna of Cleves: Exuberant, eccentric, and effortlessly cool, Anna of Cleves is the Queen who secretly won history. At age twenty-four she found herself cast aside by the aging King and was forced to spend the rest of her life living in an enormous palace, without a single man around to tell her how to spend her copious dollar. Basically, she lives her best life 24/7 and could not be happier that she came out of her short-lived relationship with Henry so successfully. Pop inspiration: Rihanna, Nicki Minaj, Charli XCX.

Katherine Howard: The youngest Queen, and perhaps the one with the most tragic story. Babyfaced but sharp-tongued, she knows how to get ahead. She's funny, charismatic, and enchanting. But beneath the surface of her 'flirtatious' exterior lies a complex young woman who’s been chewed up and spat out by the man’s world she was forced to inhabit. Pop inspiration: Ariana Grande, Britney.

Catherine Parr: Probably history's most overlooked, undersold Tudor Queen. But a life of hardship and heartbreak shaped her into a truly remarkable person. A prolific author and protofeminist, she championed female independence and stood up to the king for what she believed in - no matter the danger. She is smart, soulful, and warm - with a story that goes far beyond her status as simply 'the survivor'. Pop inspiration: Alicia Keys, Emeli Sande, Jorja Smith.






Appendix 6

Links to the Spotify playlists containing music from the artists that influenced each  ‘Queen’ 

	
ARAGON: 
https://open.spotify.com/playlist/32SHDGVZaVlEiI4FISgkcu?si=LMGziBYlQ22-qdgenfbAyg&pi=e-RVWg9by6Sz28

	BOLEYN:
https://open.spotify.com/playlist/2CeSCLxNxCjj1m7il5XDGC?si=_rjnDDsdTxydpBX9fghJoQ&pi=e-cRJDnOuXSi-r

SEYMOUR: 
https://open.spotify.com/playlist/2CeSCLxNxCjj1m7il5XDGC?si=_rjnDDsdTxydpBX9fghJoQ&pi=e-cRJDnOuXSi-r 

CLEAVES: 
https://open.spotify.com/playlist/5xoKnI413fQGhhd0bJXtZt?si=pdZHV4e5T6ewK1sOW89lqw&pi=e-x0-6jXn6Szap 

HOWARD: 
https://open.spotify.com/playlist/4xlCYGOSAGxAEUzaf8y0SP?si=ymfmsjPbQbC5e6J1wrjnBQ&pi=e-LgYPz8pfTvqa 

PARR: 
https://open.spotify.com/playlist/4QpXzL5u9ThkSdcvu8mfsG?si=P2j4lfChQiycndYasxMBPg&pi=e-L89cgJnBR5ul







Appendix 7 
BRAINSTORMING FROM THE SIX VOCAL SELECTIONS (MUSICAL SCORE) 
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Appendix 8 
CONTENTS AND FORWARD FROM THE SIX VOCAL SECTIONS 
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Discover nuanaces of vocal interpretation by developing a listening vocabulary 


Information in the printed score


Cast recordings as vocal scripts + creating a table of features for focused listening


Three levels of listening 
1. Detail-oriented 
2. Concept-oriented 
3. Focused listening to riffs


Research into songwriters' influences leading to wider listening  of Pop/Rock artists 



Genres in West End Apr-Dec 2024	
Legit	Traditional MT	Contemporary MT	Pop / Rock 	2	5	15	16	
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SIX THE MUSICAL CASTING GUIDELINES:
SIX WIVES OF HENRY VIlI

Sensational triple threat performers required to perform the six wives of Henry VIII (Catherine of
Aragon, Anne Boleyn, Jane Seymour, Anna of Cleves, Katherine Howard and Catherine Parr) as they
reunite to tell their stories in the form of a pop concert musical.

CHARACTER DESCRIPTIONS

Catherine of Aragon
A real badass monarch. Commanding, sure of herself, bold. She lights up the room.

Pop inspiration: Beyonce, J-Lo, Shakira.

Anne Boleyn

Fun-loving, always up for a laugh. Never takes anything too seriously, but at the same time lives for the
drama. Some have described her as a “chaos goblin”.

Pop inspiration: Lily Allen, Kate Nash, Katy Perry, Miley Cyrus, Avril Lavigne.
Jane Seymour

Kind and sincere. Always a beat behind the rest, and with a real zeal for bad jokes - she’s steadfast,
loving, and deep down as fierce as any other Queen.

Pop inspiration: Adele, Emeli Sandé, Sia.
Anna of Cleves

Exuberant, eccentric, and effortlessly cool. She is savvy, loves her life, won history and no one even
knows it. Cleves is here for a good time.

Pop inspiration: Rihanna, Nicki Minaj, Charli XCX.
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Katherine Howard
Super smart with a wicked sense of humour. Remembered as ‘the promiscuous one’ - but she is SO

much more than that.
Pop inspiration: Ariana Grande, Britney.

Catherine Parr
Grounded, thoughtful and warm. A champion of female empowerment. She is smart and soulful - with

a story that goes far beyond her status as simply ‘the survivor’.
Pop inspiration: Alicia Keys, Emeli Sandé, Jorja Smith.
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Hal Leonard

7777 West Bluemound Road
Miwaukee, WI 53213

Email; info@halleonard.com nail halleonardeurope.com

VOCAL SELECTIONS

ALL THE SONGS FROM THE HIT MUSICAL
WRITTEN BY TOBY MARLOW & LUCY MOSS
ARRANGED FOR VOICE AND PIANO
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9 EX-WIVES 67 GETDOWN
23 NO WAY 71 ALLYOU WANNA DO
36 DON’T LOSE UR HEAD 96 | DON’T NEED YOUR LOVE
50  HEART OF STONE 109 SIX
60 HAUS OF HOLBEIN 119 SIX: THE LYRICS
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Written by Toby Marlow & Lucy Moss
Vocal arrangements by Joe Beighton
Piano arrangements by Joe Beighton based on orchestrations by Tom Curran

(ast photos by Idil Sukan featuring the Original West End (ast: Jarneia Richard-Noel, Millie 0’Connell,
Natalie Paris, Alexia McIntosh, Aimie Atkinson, Maiya Quansah-Breed
Costume illustrations by Gabriella Slade

SIX was originally performed by.the Cambridge University Musical Theatre Society:
The West End production, produced by Kenny Wax, Wendy & Andy Barnes and.George Stiles,
was first performed on 11th July 2018 at Norwich Playhouse, England :
and opened at the Arts Theatre, London, on 17th January 2019.
Directed by Lucy Moss & Jamie Armitage, choreographed by Carrie-Anne Ingrouille,
set design by Emma Bailey, costume design by Gabriella Slade, lighting design by Tim Deiling,
sound design by Paul Gatehouse, orchestrations by Tom Curran, arrangements by Joe Beighton.

SIX © 2017 Toby Marlow & Lucy Moss
SIX Logo © 2019 Ex-Wives Ltd
All rights enquiries to rights.sixthemusical.com

ISBN 978-1-5400-6849-1
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X FOREWORD

When we took the Cambridge University Musical Theatre Society
(lovingly known as CUMTS) production of SIX to Sweet Venues on
Grassmarket at the Edinburgh Fringe 2017, | had three main goals as
president of that society. Firstly, to not lose money, as we almost
always did on our Edinburgh shows. Two, to kick off an annual
CUMTS tradition of taking new student-written musical theatre
writing up the fringe. And finally, for the show.not to be terrible,
|t's a huge testament to the whole of that original team that
we were able not only to achieve those goals, but also to catch
the attention of the wonderful producers who would take
the show to where it is now. | truly never expected us to go
beyond those initial aims and everything that’s happened
since then has been a total dream come frue.

Looking at this score compared to the one we had back

then, not @ huge amount has changed. Although ‘No Way”

and ‘I Don’t Need Your Love have had significant chunks re-written, the shape

of the show and the songs themselves are fundamentally the same. One of the most significant

transformations that did occur after the first student production were to the orchestrations, thanks to the incredible

work of Tom Curran. Tom revolutionised the sound of the show, working closely with Toby and Lucy to create pop

tracks and orchestrations worthy of Beyoncé and the like. The following piano arrangements are an attempt to do

justice to that incredible work.

Joe Beighton — Musical Supervisor
December 2019

ABOUT THE MUSIC ARRANGEMENTS

When | first heard the piano demos of these 9 songs, | knew they were something very special. The challenge was to
take the songs and make the music production and orchestration match those artists that each Queen is inspired by.
We spent time discovering why these recording artists have such strong musical identities and then how to bring
elements of that to Toby and Lucy’s songs - essentially extracting specific pieces of the musical DNA of

tracks by Beyoncé, Adele and Ariana Grande to name but  few, and then injecting
that into the composition. | think the result is a fascinating hybrid of
original music and lyrics infused with sound and music
production not typically associated with musical theatre.

Each song in SIX has a very specific pallet of sounds allowing
the music to have a unique identity. We have gone into a lot
of detail - everything you hear in the show and on the album
is there for a reason, with the song narratives being a pivotal
factor for musical decisions in the orchestration.

It's been a total joy to collaborate with Toby and Lucy on this
incredible music and | hope you have fun singing and playing
the songs creatively arranged here for piano by the SIX Musical
Supervisor, Joe Beighton.

Tom Curran - Orchestrator
December 2019
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