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Acting in Level 5 introduced the concept of acting through song and applying acting techniques directly to musical theatre performance. In this essay, I will reflect on my learning and development throughout the module, focusing on the work of practitioners Konstantin Stanislavski and Sanford Meisner, and how these approaches have influenced my acting practice within musical theatre. Throughout the module, I have developed a stronger understanding of how truthful acting choices support storytelling within song, which is essential in musical theatre performance (Deer and Dal Vera, 2008, p.8)

We began the module by exploring objective atmospheres, an exercise associated with Michael Chekhov, a student of Stanislavski. This exercise involved moving around the space while specific emotional words such as “confidence,” “fear,” or “joy” were called out, allowing the actor to embody the given atmosphere physically. The aim of this exercise was to ground the actor in physical action rather than intellectual analysis, reflecting Stanislavski’s belief that emotion can be accessed through physical behaviour and intention (Merlin, 2014, 120 ). I found that positive objectives such as “determination” or “ease” came naturally to me, whereas negative emotions like “shock” or “uncertainty” were more difficult to access. However, when mindfulness was incorporated beforehand, I noticed my mind felt clearer, which allowed me to engage more fully and access a wider emotional range.

Alongside objective atmospheres, we explored the use of mantras. In acting, mantras are used as repeated phrases to influence intention and focus. For example, a phrase such as “people are nice” was repeated while moving in the space. I found that a mantra affected me more deeply than a single word, particularly because of the shared focus within the group. Experiencing this exercise collectively helped me feel more connected to my peers and reinforced the idea that atmosphere can be built communally. This supports the understanding that an actor’s inner intention shapes their actions and responses, which in turn affects their interaction with others in the space (Merlin, 2014, p.208)

We also explored connection through physical contact using Frantic Assembly exercises. One exercise I enjoyed was Hymn Hands, where partners created flowing movement sequences together. I found this effective because it encouraged trust and non-verbal communication. In contrast, I struggled with the Push Hands exercise, particularly when my eyes were closed and my partner was leading. The lack of visual control heightened my sense of fear and forced me to respond instinctively. Reflecting on this experience, I realised that negative emotions are easier for me to access when they are triggered by physical circumstances rather than spoken prompts. This aligns with the idea that truthful emotional responses often emerge from genuine physical and situational stimuli rather than conscious effort (Alfreds, 2007, p.90).

Text work was introduced through the song “The Miller’s Son” from A Little Night Music by Stephen Sondheim. We applied Stanislavski’s concept of events to identify moments where the character’s objective shifts. Initially, I struggled with this task due to the complexity of Sondheim’s writing. However, using a visual “flower diagram,” where events support objectives and lead to payoff, helped me understand the emotional journey of the song more clearly. Breaking the song into events supported my understanding of how objectives shift over time, which is a key aspect of Stanislavskian text analysis (Merlin, 2014, p.88).

Partner work formed the next section of the module, beginning with Meisner’s “You/I Change” exercise. Sitting opposite a partner, we repeated simple observations, allowing the repetition to evolve naturally through instinctive response. This exercise encouraged active listening and reacting in the moment, rather than planning performance choices. When objectives were later introduced, I found I had greater creative freedom, as pursuing a clear intention allowed me to respond more truthfully to my partner. This reflects the idea that spontaneous response creates more authentic and engaging performance work (Alfreds, 2007, p.97).

For our assessed partner work, my partner and I chose “Single Man Drought” from I Love You, You’re Perfect, Now Change. We applied the events-based approach by identifying shifts within the lyrics and discussing our interpretations of the characters. This collaborative process strengthened my analytical skills and highlighted how multiple interpretations can exist within the same material. Applying Stanislavskian principles to song helped us understand character motivation more clearly, which supported stronger storytelling through music (Deer and Dal Vera, 2008, p.102).

In preparation for the end-of-year production, I worked with a different partner on a scene from I Love You, You’re Perfect, Now Change. This time, I applied Meisner’s techniques more directly to scripted text by analysing my character’s objectives and responding to my partner moment by moment. I found this process easier than improvisation, as working with text allows me to anchor my intentions while remaining responsive. This experience helped me build confidence in trusting my instincts while working within structured material (Alfreds, 2007, p.167).

In conclusion, both Stanislavski and Meisner have significantly influenced my approach to musical theatre acting. Stanislavski’s focus on objectives and events has strengthened my ability to analyse text and song, while Meisner’s emphasis on listening and truthful response has improved my connection with scene partners. Through this module, I have also identified areas for further development, such as accessing negative emotions and improving my auditory learning, which will inform my future training as a musical theatre performer (Deer and Dal Vera, 2008, p.11).
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