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Over the module, we have delved into incorporating our skills into showings and performances. At the start of the term, we were given a task to learn a duet with someone, with a scene alongside and work on it together. In which I did with Callum, after a long choice we decided to look into ‘First Impressions’ from First Date but we did want to look at ballads or emotional songs as comedy/character pieces are both of our comfort zones but each song we chose did not have a scene or a long enough scene to suffice with what was asked of us, so we decided to stick to comedy and see what we can work on with it.
Working collaboratively has always been a personal challenge. I often worry about making decisions that could upset others. However, because my partner and I already had an honest and open friendship, our disagreements could be resolved constructively. This environment allowed me to experiment more with ideas and take risks in performance, same for him.
In Robert’s lessons, we explored Meisner-based exercises and improvisation to develop instinctive and truthful responses. Initially, at the start of university, I found Meisner work uncomfortable, that the exercises felt alien to my original way of performing, and I doubted the effectiveness. Over time, however, I recognised the value of it within my progression. Responding instinctively rather than planning my actions helped me connect more deeply to both my emotions and my character’s objectives. When researching, I found Alfreds explains presence and responsiveness, suggesting that actors should allow behaviour to act naturally rather than imposing it, which is crucial in duet or as an ensemble. Where each actor’s reaction affects the other (Alfreds, 2007, p. 47). To reflect, I noticed a shift in my own performances as I was more engaged, more responsive to my partner, and more willing to take risks in moments that previously would have felt awkward or exposed. 
During the audition process for I Love You, You’re Perfect, Now Change, we worked with duologues from the show and explored characters through a range of practical exercises. One exercise that was effective for me that Juliet had introduced and we had delved into in previous modules involved experimenting with objectives and obstacles. By focusing on what my character wanted and how they attempted to achieve it, I was able to build my performance in intention rather than relying on the ‘right’ choices. Merlin mentions objectives as a key element of Stanislavski’s system, describing them as the driving force behind truthful action on stage (Merlin, 2014). Applying this approach during practice helped me feel more confident in my performance, as I was actively doing things with intention rather than attempting to “perform” emotions.

At the beginning of rehearsals, I was excited to apply my learning within an actual production. However, as we received our roles, I realised that the songs I had been cast in limited my ability to apply certain techniques, particularly Meisner but as for the limited roles I had, I put myself in for any extra roles.
Initially, I struggled to understand how to incorporate my learning without direct interaction. To overcome this, I explored solo preparation techniques such as active imagination and objective-based work. Merlin discusses the importance of psycho-physical acting, where intention drives physical and vocal expression, even when performing alone (Merlin, 2014). This helped me approach solos with clearer intention and emotional context. The other song, at first, I struggled with but as we developed the scene into a different context, I found connection with my scene partners, added a lot more intention and personal experience.
Although, I succeeded a lot in the ensemble numbers, especially regarding the ensemble numbers despite being on the lowest male line of the song, I think being always on the harmony line and being comfortable there made me engage a lot more in my acting as I wasn’t focused on the singing despite a hard harmony.  Deer and Dal Vera emphasise that when singers feel technically secure, they are more able to commit to truthful acting and storytelling within musical theatre performance (Deer and Dal Vera, 2016).
To add, having done this show before, I assumed it would have aided me but as the ensemble numbers and my individual numbers had been changed musically and lyrically, I had constantly reverted to the version I had known before. I countered this by overpreparing everything, making sure to wash away the previous versions.
During the first performance, nerves overpowered my performance, leading me to retreat slightly from my character, so I countered this in the second performance, I allowed myself to take risks, letting my intention and instincts and fully committing to the objectives of each scene. This allowed me to recover from mistakes and remain emotionally connected. I had also covered for Tia in the final production, causing me to have to think quickly about the characters intentions.
This process taught me a lot about my tendencies and areas for improvement whilst performing or during rehearsals. I noticed that I sometimes neglect harmonies or dances when I feel comfortable with them, and that negatively affects choreography and vocality for the audience. This observation will be valuable in my preparation for future work, particularly in ensemble contexts where attentiveness directly impacts collective performance. 
Overall, this module has developed my understanding of acting within musical theatre. Through collaboration and independent work, I have applied techniques including Meisner-based exercises, Stanislavski’s objectives, and solo preparation. Although I encountered challenges, particularly when working independently or with familiar material, these experiences encouraged reflection and growth. Moving forward, I aim to continue developing confidence in my preparation.
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