	
	
	



Before entering this module, I had a very loose understanding of the history of musical theatre. I understood the difference between classical and modern musical theatre, and carried songs from both in my repertoire, (most notably “Maybe This Time” (Kander et al., 1999) and “Friend Like Me” (Aladdin, 1992),) however having finished our Musical Performance module I know have a much better understanding of not only musicals from eras prior but where our current footing in musical theatre comes from. For example, in Britain, the 1960 musical “Oliver!” (Bart, 1960) skyrocketed sole creator Lionel Bart into being a musical theatre legend, with his following musicals “Blitz!” (Bart, 1962) and “Maggie May” (Bart, 1964) also being successes onstage, and though Bart would struggle to retain this Broadway success rate, he is still regarded to be the “father of the modern British musical,” a direct quote from Lord Andrew Lloyd Webber (Lionel Bart, 68, Songwriter; Created the Musical ‘Oliver!’, 1999). However, what we mostly learnt during this time was on the golden age era of musical theatre, and the most prominent musicals of this time originate from America, such as “Oklahoma,” (Rodgers and Hammerstein II, 1942) “Fiddler on the Roof,” (Bock, Harnick and Stein, 1964) and “Hello, Dolly!” (Herman and Stewart, 1964). Musicals of this period typically revolve around family, love and freedom, harkening back to the American dream where everyone gets an equal chance. A notable playwright of this time that we further elaborated on was Stephen Sondheim, who created works such as “West Side Story,” (Sondheim, Bernstein and Laurents, 1957) which is inspired by Shakespeare’s “Romeo and Juliet,” (Shakespeare, 1597) “Sweeney Todd: The Demon Barber of Fleet Street,” (Sondheim and Wheeler, 1979) whose title characters originates from a Victorian penny dreadful (The String of Pearls: A Domestic Romance, 1946), and “Anyone Can Whistle,” (Sondheim, 1964) Sondheim’s first attempt at writing the book, lyric, and music.

During this module we also covered the importance of warming up not only our vocal cords but also our bodies before singing. From previous feedback, I can acknowledge that I can throw myself into physical performance and I know that I carry this same attitude when singing, often time neglecting to warm-up entirely before singing. Thus, when prompted to lead a warm-up, my exercise (taken from a warm-up I had previously used (Jacobs Vocal Academy, 2016)) was very undeveloped and ill-adjusted, entirely overlooking the physical aspect. However, I now understand how fundamental it is to warm ourselves up in every way before performing. If I were given the opportunity to lead a warm-up again, I would use isolation (focusing on the head, the arms, the legs) and the lengthening the spine, stretch the voice using yawning, panting, sirening, etc, and energize different consonants rather than highlighting one (which in my original warm-up was the consonant M.)

For this module we were asked to bring four songs, three musical theatre songs and one contemporary. The songs I chose, in order, are: “Friend Like Me,” (Aladdin, 1992), “Dr. Sunshine is Dead,” (Wood et al., 2016) “Reviewing the Situation,” (Bart, 1960) and “Everybody Says Don’t.” (Sondheim, 1964). As a starter, I think “Friend Like Me” was a useful tool in establishing my vocal flexibility and ability to mix character with lyric, as well as a simple way to get used to researching the background of the songs we sing. “Dr. Sunshine is Dead” acted as an extension on this foundation, featuring a more complex vocal structure and a more dynamic personality.  Though “Reviewing the Situation” sat nicely on my vocal range, I learnt that the song incorporates Jewish idioms and therefore would be inappropriate for me to perform. However, “Everybody Says Don’t” surprised me in its simplicity when compared to other songs in the Sondheim line-up and further shocked me when I realised how nice it sounded on my voice. When given the chance to choose two songs we had previously looked at, I opted for “Dr. Sunshine is Dead” and “Everybody Says Don’t,” my reasoning for which is due to how different they are in terms of their character and their control. “Dr. Sunshine is Dead” features absurd lyricism with a diverse music structure while “Everybody Says Don’t” features a consistent music structure and distinct lyricism.

[bookmark: _Int_fmgtuzgo][bookmark: _Int_X7HlW3g5][bookmark: _Int_F3kG9UmM][bookmark: _Int_Ipb7Mu13]Throughout this module we looked at a variety of acting techniques. I was particularly drawn to experiment with the levels of tension (Lecoq, 1997), and despite having previously engaged with Jacques Lecoq’s work with tension I initially had a very narrow idea of the practical application of the tensions. We looked at the concept, expanded on by John Wright, and now I better understand the versatility, and after having experimented I agree with Wright’s statement, that “[An actor will] develop a sort of physical shorthand that will enhance [an actor’s] ability to change from one state to another.” (Wright, 2006) Additionally, we looked at the circles of attention, working with three of four circles Stanislavski created. (Stanislavski, 1936) Initially, I focused on highlighting these circles in my performance of “Dr. Sunshine is Dead”, although this would shift into looking at the states of tension during further rehearsals. Lastly, we looked at the use of status (Johnstone, 1979) and its application in singing. While typically I associate status with the words and the body language we use when performing, through this module I discovered that the instrumentation and structure of the music used can act as an indicator for status. Moving forward I would like to experience and perform low status songs, as through the songs we’ve looked at I would say the only low status song I sung was “Reviewing the Situation,” with both my performance songs being high status though vastly different in their delivery. Before this module, I had never thought to combine the performance of singing with the techniques and exercises of acting, though I am incredibly happy and pleased with the fact I have a much clearer and better understanding of musical performance.

As a final evaluation of my overall work, I’d say although my progress may have been minimal, my knowledge on the subject and understanding of my own vocal dexterity and capability has increased. Prior to the module I had a distaste for Sondheim’s work and although I respected his contributions, I didn’t understand the significance of his works nor the life he’s lived. I cannot say the same for myself now. I am genuinely happy with the progress I have made in my understanding of musical performance and my growth as a singer. I know going forward I will take better care of my vocal cords as well as my body when preparing for a song and want to experience low status songs and characters more and want to further my work with Lecoq and Wright’s levels.
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