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Critically evaluate a range of theories and models that you have recently studied, explaining their relevance to your workplace practice and procedures and develop a strategy applying what you have learned to improve your practice.



Performers and Emotion:
Is there a best way to teach emotion in singing and acting?



Through this research I intend to examine how performers create emotion, and the affects emotion can have on the voice and body in Musical Theatre singers. I will spend time considering Stanislavski’s System and Lee Strasberg’s’ ‘The Method’ primarily but expect to compare these with alternative techniques, such as Alba Emoting, to challenge them in theory and practise. I will weigh up the benefits for performers by critically evaluating techniques I have researched for their efficiency and safety. 
As a vocal teacher specialising in acting through song for Musical Theatre, this is a topic of great interest to me. I began noticing that I would repeat techniques taught to me when I was training; I questioned myself whether this the best way to teach emotion? My goal is to devise strategies that aid my ability to teach emotive singing in an engaging and safe way by provoking an appropriate affective response to the libretto, lyrics and music whilst avoiding unnecessary bodily tensions which may contribute to physical, mental and emotional wellbeing issues.
For the benefit of continuity, I have opted to use the commonly accepted spelling of ‘Stanislavski’ when it appears in this essay, including within quotes (Borny, 2006).


Russian theatre practitioner, Konstantin Stanislavski, founded the Moscow Arts Theatre in 1898 (Merlin, 2014; Taylor, 2016; Archer 2017) where he developed an acting method known as Stanislavski’s system (Benedetti, 1991). The System is comprised of several practical exercises (Dunbar, 2016) and for the purpose of this paper we will only spend time discussing Emotion Memory. I will highlight the transition from Emotion Memory to Emotional Recall or ‘The Method’, although the latter refers to Lee Strasberg’s whole process (Hetzler, 2020), and whether to use such-a controversial technique such as ‘The Method’ is dangerous or not (Neueburg-Denzer, 2008; McAllister, 2018).


Stanislavski’s system is a series of exercises created for actors to use in preparation for performance, alone or in a group (Tcherkasski, 2013). He worked alongside his students as he developed each of the exercises as a method to continually assess and improve; one of these exercises is Emotion Memory (Sawoski, N.D.; Hodge, 2000; Curpan, 2020; Eletitia van Heerden, 2007). Emotion Memory is a psychological exercise that aims to trigger a past memory that holds a significant emotional response which can be drawn upon to assist performers feel an emotion similar to the character they are playing in the present (Tait, 2002; Benedetti, 2000; Hetzler, 2020; Taylor, 2016). The idea is to call on the emotion and produce it ‘organically’ as if it were your own (Tcherkasski, 2013). Benedetti (2004) explains how acting can be ‘organic’, but only when it matches a normal physiological and psychological movement, not as a gimmick. Jackson (2017) highlights that Stanislavski held little concern for the memory or the raw emotion from a memory used in practise, stating that raw experience is only suitable and useful after they have been processed to the point of being controllable through a process of ‘distillations, elevation and association’. 

In his book, An Actor Prepares, (1989, translated by Elizabeth Reynolds Hapgood) Stanislavski writes that not every person has experienced everything so ﻿we must study others in order to empathise with them to the point where our own sympathy is transformed into feelings of our own. Jackson (2017) tells us how his students frequently face anxiety when it comes to performing and producing a realistic emotional response, with an emphasis surrounding crying on cue. Merlin (2014) documents Stanislavski’s belief in Emotion Memory and how he would use it too. She writes in her book how he accessed this on stage and expected a release of freedom, energy and relaxation in his body, but rather observed tenseness, frustration, and sensed straining throughout his body instead (Eletitia van Heerden, 2007; McAllister, 2018). When the body becomes tense, it blocks energy flow and inhibits the freedom of expression, movement and ability to interpret stimuli as they happen, and in Stanislavski’s eyes the tension meant an actor would be unable to execute any physicality, and even if they could, it would be without feeling (Van Den Bosch, 2013). In order to prevent bodily tensions, it is well documented that Stanislavski incorporated Yoga, ‘Prana’, into his classes at the First Studio (Nair, 2018; Tcherkasski, 2012; Kapsali, 2013; Verma, 2020; Curpan, 2020). Verma (2020) explains that actors are expected to be professionals, but the implications of these tensions can cause turbulent emotional states. He wanted the actor’s body to remain loose and open, to counteract negative impacts on the body (Whyman, 2016; Eletitia van Heerden, 2007; Nair, 2018). Stanislavski prescribed Prana ‘pranayama’ (circular breathing) to assist with connecting to a person’s ‘perezhavanie’ (Self-experience) (Nair, 2018; Verma, 2020; Linklater, 2018; Gillett, 2012). He promoted breath work for relaxation (Curpan, 2020), and identified with using ‘Prana Rays’ as a tool regularly in the First studio (Tcherkasski, 20120; Verma, 2020). This breath work was based on the work of Ramchakara, ‘the inner journey starts with silence, breath, and the destruction of “suffering”’. Verma (2020) describes how the ‘Pranic experience’ happens. Vibrations (Prana Rays) travel between chakra’s in the body. Chakra’s are located in major areas of the body, (organs and glands) and these balance hormones resulting in emotion. 

Through his career, Strasberg’s reputation has been repeatedly called into question over the way he taught acting (McAllister, 2018; Tcherkasski & Черкасский, 2013; Neueburg-Denzer, 2008). The Method, written with a capital M (Tcherkasski, 2013), faces frequent controversy and criticism over its safety despite its popularity (McAllister, 2018). Neuerburg-Denzer (2008) tells us how scarcely teachers will consider coaching the Method in an undergraduate classroom because of the ‘fear of psychological risk’, in other words because of its potential to damage a student’s wellbeing. Strasberg worked with the model from Stanislavski and based his training on that model (McAllister, 2018), later developing it whilst he was teaching at the Group Theatre (Neie, 2013; Merlin, 2014). 

A student, Stella Adler, visited Stanislavski in Paris, 1934, with concerns over Strasberg’s method (Merlin, 2014). Adler, in a New York Times interview (1979) said that she was unhappy with Lee Strasberg’s teaching, finding it ‘relentless’ and made acting a ‘painful’ experience, and explained how Strasberg would encourage his students to draw upon memories with strongly experienced emotion, and sometimes even pain (Hetzler, 2020; Eletitia van Heerden, 2007; Neie, 2013). On Adler’s return from Paris, she informed Strasberg he was teaching the Method wrong, and Stanislavski had moved away from Emotion Memory in favour of the Method of Physical Actions (Hetzler, 2020; McAllister, 2018; Sawoski, N.D.). Strasberg was a passionate and determined practitioner who stuck to his development and carried on refining his version, Affective Memory (Eletitia van Heerden, 2007; McAllister, 2018; Neie, 2013). Eletitia van Heerden (2007) explains how Strasberg’s affective memory works; He would ask a student to focus and recall a past memory utilising as many senses as they can to elicit real recollections and be in that memory and moment. Arousing emotion this way asks a performer to relive a personal memory or experience (Hull, 1985). This is where there is potential for the Method to be abused, it could ‘encourage actors to probe into their own private traumas’ (McAllister, 2018). Similar to the Russian system, Strasberg adopted and kept Stanislavski’s idea to include relaxation and breathing as a prerequisite to his teachings (Verma, 2020; McAllister, 2018). McAllister (2018) goes on to point out, that Strasberg believed in order to successfully facilitate any sensation, the performers body must be flexible allowing any stifled feelings out, therefore relaxing mentally and physically. The real issue was that unlike Stanislavski, Strasberg based his entire method around the idea of emotion memory, building a system dedicated to it, when it should only be an actor’s lifeline and last resort in the rehearsal room (Eletitia van Heerden, 2007).

While investigating claims that Method acting is dangerous (McAllister, 2018), Robb and Due (2017) explore the idea that mental health struggles and traumas could be accentuated in relation to certain aspects of performance training because the nature of placing yourself into a character involves moving between heightened states of physical and psychological emotion which may be triggering to some students. Jackson (2017) has already mentioned anxiety in students, and Robb and Due (2017) back this up. They noticed a trend in growing anxiety and depression rates within their students as they were introduced and working through deeper emotional and physical challenges within their classes. Burgoyne (1999) uses the term ‘psychological fall-out’ to describe the impact acting can have on some student’s lives. Benedetti (1999) notes that ‘Emotion Memory had too often produced hysterics’ and Andrei Kirillov described in 2005 that Chekhov wrote in a letter his opinions were settled on that affective memories will frequently turn into hysterical reactions. Hetzler (2020) argues that the Method isn’t dangerous and points out a lot of the information regarding Method acting was published into popular media outlets opposed to academic journals and stems mainly from Stella Adler who loudly disagreed with Strasberg’s practise. During the 1960’s, Adler wrote an article in the popular magazine, The Theatre: A Magazine of Drama, Comedy and Music, addressing the issue of badly taught Method acting and that there was ‘something vulgar, corrupt and yes, even sick in this’. Public perception of Method acting is that it is a dangerous practice as fewer people read theatrical journals and Hetzler concludes his essay by stating the Method ‘does not necessarily need to be defended’. The Method is still applied to practice in the GCSE and A Level classroom, and the Strasberg descendants at the Strasberg institute for Acting continue teaching the Method without issue (Sawoski, N.D.; Hetzler, 2020).

The common theme between both Stanislavski’s system and Strasberg’s Method is their use of relaxation. Shirley (2018) writes how Strasberg concluded tension obstructs free movement and expression and beginning with ‘habitual and unconscious’ tensions we can unblock the capacity to produce emotion. Tcherkasski (2013) details how Strasberg used ‘body-oriented psychotherapy’, using elements of Pilates and Alexander technique which involves realigning the body and using focus to recognise where tension is manifesting and sending ‘Pranic ray’ vibrations through each Chakra is part of a system called the Yoga of Acting Practice as Research. Stanislavski asks students to do a ‘Pranic scan’, involving an inhale and exhale, requesting they are aware to their physicality, emotional state, energy levels and their quality of breath, then, focussing on points in their body where they feel tension, discomfort or pain. The Yoga of Acting helps to expand an actor’s depth of character using Kriyas which involve ‘dynamic movement, posture, meditation and breathing patterns’ and actors can benefit from using ‘personal meditation’ (Verma, 2020). Stanislavski merged elements of The Yoga of Acting with his Method of Physical Actions to create an incorporated relaxation method for his students in a holistic manner, with the aim of exploring ‘Perezhavanie’ and connecting to all 7 Chakra’s (Verma, 2018). Verma (2018) is suggesting here that an actor can experience a centred energy where all the Chakra’s align, and focus helps harness the characters soul, so you become one connected entity.

Another methodology I have studied is Alba Emoting created by neuroscientist Dr Susana Bloch (Neueburg-Denzer, 2018). When students have built up tension in the body, it may come from attempting to force out an emotion (McAllister, 2018), Bloch’s method seeks to avoid unnecessary tension through the use of her ‘effector patterns’ (Beck, 2010; Rix, 2009). Taylor (2020) believes that Alba Emoting is not as mentally intrusive as other techniques to achieve emotion. Taylor explains that it doesn’t require tapping into past emotions and memories and it serves as an ‘emotional protection’ to performing arts students. The emotional effector patterns Bloch (1993) describes, are ‘respiratory-postural-facial combinations for anger, fear, joy, tenderness, erotic love and sadness’. Through experimentation Bloch discovered that mindful control over breathing rhythms and somatic sensing builds a technique that helps to replicate the above 6 emotions safely and organically in a repeatable way that avoids triggering problems with an actor’s wellbeing (Taylor, 2020; Townsend, 2009). In Baker’s (2008) thesis, she comments that Alba Emoting is safe because it fixes four major problem areas for students, ‘emotional hijacking’, ‘emotional hangover’, ‘emotional blockage’ and threadbare emotional memories. Emotional hangovers occur when you’ve produced an emotion but after you’ve finished with it, it lingers in your body like a hangover (Taylor, 2020). Most training courses are there to help guide and teach students how to enter emotional states and characters lives, but not many allow students access to techniques that remove themselves from these states and lives (Wolf, 2018). In the Southern Theatre magazine in Spring 2013, Monique Sacay-Bagwell’s article on emotional hangover gives a personal view of how Method acting got her into a role successfully, but without a step out method she noticed she was in a depression, she was ‘often tense and moody’, and her friendships were strained. She was frustrated that no one was able to give her a technique that allowed her to relieve her mind and body of the character she had embodied. Wolf (2018) explains that actors are exposed to uncommon psychophysical stressors as part of their work, but emotional dysregulation comes when these stress responses begin to be reactivated in a person’s offstage life (Geer, 1993; Bloch, 1993). Using ‘somatic education’ (Dennis and Lewis, 2018) posture, gesture and breath students can learn the effector patterns and the step out method (Tuisku, 2015). Baker (2008) describes the step out procedure, take ‘at least three regular, slow, deep, full breaths whilst relaxing the facial muscles and body’ and is usually the first technique taught in an Alba Emoting workshops (Wolf, 2018; Bloch 1993). Although being claimed as the safest technique (Beck, 2010; Bloch, 1993), Wolf (2018) highlights how it isn’t always effective, recalling when she co-ran an Alba workshop, she writes that a handful of students noticed they felt continuing emotional dysregulation after the class had ended. Faked emotion still has the ability to stimulate the central nervous system (Siegel, 2015) and it is empowering to students to learn how to control their own emotions using a step in and step out system (Wolf, 2018). In Rogers’ (2007) essay on Spheres of the Voice and Body, she lays out her layered system through concentric circles of colour, where the root of all emotion comes from body awareness (black circle) and breath (red circle) at its centre all the way to its most complex level using Chakra exploration and Alba Emoting breath work (white circle). Roger’s can apply her work to voice and speech practice expressing that ‘repetition and application’ are pivotal to developing advancements in student performers. She has similar views to Bloch’s approach to emotion, that there must be a ‘neutral’ place, something separate from your life and from your character work (Bloch, 1993). An acting teacher (Teacher N) interviewed by Taylor (2020) suggests that actors should ‘neutralise themselves for storytelling’ and assist students to know the difference between the theatrical space, and the social space. The neutral breath is described in Bloch’s book ALBA EMOTING as being ‘calm with a regular rhythm: the air enters through the nose and is slowly exhaled through relaxed lips’ and Bloch tells us the inhalation and exhalation should be similar lengths of time (p.116 and 117). Neutral provides a place to start from and end on whilst executing the [image: Figure 2.2: The different breathing characteristics for the six basic emotions in Alba Emoting: Amplitude/ Frequency refer to changes from a neutral baseline. Pauses refers to the period where no expiratory movement is detected. The schematic is a visual representation of the breath pattern (Bloch, Lemeignan “Precise” 35).]emotional effector patterns (Dennis & Lewis, 2018; Bloch 1993; Wolf 2018).




Figure 1. The Breathing Patterns used in Alba Emoting. (Baker, 2008)

In the diagram above, figure 1, we can see the breathing patterns according to each emotional effector pattern. Following the diagram, a person could learn the effector patterns through breath alone (Bloch, 1993), so long as they step out from the effector pattern by returning to a neutral breath.

 As part of a rounded triple threat education, Musical Theatre performers are required to blend their skills in singing, dancing and acting flawlessly (Morton, 2014), and this often leads to forced emotion physically and vocally. Glasheen (2017) acknowledges there is a pedagogical divide in training, and that’s what motivates my strategy for teaching emotion to Musical Theatre singers. My intention was to utilise research from recent studies which, due to the nature of the research, wasn’t too difficult because the field of emotional safety and efficacy in performers is in its infancy still.  I would like to recognise the ongoing debate to whether the Method is safe for use or not, and the importance around referring back to the literature rather than relying upon popular media for this information. 

My strategy for teaching emotion based on the research:

· Incorporate breath work as a more important element to my teaching and dedicate time each lesson practicing ‘Neutral Breath’ (step out procedure) and applying it to the repertoire.

· Adapt the Method to fit the needs of the student. Younger and lower levels will only go as far as showing me emotion in a Stanislavskian way, whereas older students (16+) and grades (6+) can be introduced and carefully coached in using the Method and developing authentic emotional states.

· Each lesson will begin with a wellbeing check in. This will help me to understand the place a student is in and allow me to make an informed decision on whether each individual is in a good enough headspace to safely participate in any exercises.

· Include Yogic/Pranic postural work for those who struggle to apply ‘Neutral Breath’ to their practice.






﻿
Reflect on your recent learning experience, and the value of learning you have acquired. Assess your current competences and identify future development needs in the context of you work situation.




Reflective theory has been an effective way for me to assess the work I’ve developed from my studies and applied into practice from the past 6 months. My teaching career started 3 years ago with no prior experience but having completed an undergraduate degree in Music and Musical Theatre I felt confident in my abilities. Schön (1983) argues that novices are likely to follow rules and procedures then apply those to work rather than question and challenge ideas. I recognise that in myself, but I developed into using his ‘reflection-on-action’ tool by reviewing my work after the lesson took place. I found that this was beneficial to my students and my own self-improvement. 

To broaden my reflective toolkit, I have spent time reading about various other methodologies accessible to me and enjoyed learning about Brookfield’s (1995) four lenses. I like his approach because it considers not only your reflective perspective, but also that of your peers and colleagues, your students and the theoretical literature. He writes in his book ‘we need to know what’s going on in students’ heads. This is the essence of student-centred teaching’, and his model helps to address that. Due to the nature of my work being independent I can’t easily use the peers and colleagues’ lens, but I can still view my work through a theoretical lens, linking my practice back to its origins. I have also found that using Borton’s model (Borton, 1970) to break down the event into 3 questions ‘What?’ ‘So what?’, and ‘Now what?’ helpful but too broad personally for me to answer and I leant towards using Driscoll’s (2007) version of Borton’s model helpful; It seeks to get more targeted information from me whilst still following the same structure. However, Driscoll’s approach reminds me of Gibb’s reflective cycle (1988), ‘Learning by Doing’ which is similar to Driscoll’s as it is a 6-step cycle, but I find that it is more descriptive and allows me to work through the event in a more structured way.

For this portion of the assignment, the reflective models I will be using are elements of Brookfield’s ‘four lenses’ and Gibb’s ‘learning by doing’ as I don’t believe that individually I would have created a thorough assessment of my work. 

‘The Method’ is a technique I have been taught and using throughout school and university, it was the technique I most often used whilst I was rehearsing for a touring show, but by the end of the contract I felt burnt out and depressed. Earlier this year I watched a lecture including work on the Alba Method (Alba Emoting) and it caught my attention. The Alba method resonated with me about how emotion can be controlled and released through simply the use of breath. As I teach and coach students in Musical Theatre, we are often working on breath control and focussing on character development, so it seemed like a poignant technique to learn about. I wondered whether ‘the Method’ was the reason I burnt out on that touring show.

When I began researching the literature around the various methods and theories behind this assignment, I was surprised to notice the language I was using with students became more formal. Following Brookfield’s (1995) ‘four lenses’, I took time to picture the lesson from the point of view of my students. When referring back to my old method of teaching I felt uncomfortable, it was too informal and as a child having voice lesson’s I would not have felt comfortable either. Looking at it from my student’s point of view has helped me adjust the approach I take to techniques in the rehearsal room. By using Gibbs’ Reflective cycle I will be following the six stages as it is laid out in Graham Gibbs’ Learning by Doing (1988): Describing the experience, what was I feeling during the experience, evaluating what was good and bad about the experience, analysing the experience, concluding whether there was anything else that I could have done, and finally, my action plan for what I would do next time.

As per my strategy laid out in part one, my lessons begin with wellbeing check in’s with students on arrival where I analyse their body language and vocal tone to decide whether they are in a mental and emotional space suitable for working on processes. When we enter into the space and warm up, the exercises are focussed on the release of air and consciously beginning to sing after the exhale had begun to reduce vocal straining from pressure, and some SOVT exercises. Applying my research was dependant on age. For my younger students, the work was taught lightly without much emphasis on emotion, just good technique. I gave them the task to think of someone who they could sing their song too, and they would close their eyes and sing using happy, sad or angry emotions to tell their story. The same process is applied to my over 13’s with an extra step. They were required to recall an experienced memory where they’ve experienced a similar emotion by attempting to relate themselves to the character. At this age, and my over 16, I gave the option try the Method. With one student, we attempt to picture a memory with similar emotion she had experienced and once focussed on that memory sing a passage of the song as if she were experiencing it again. I framed it as though she was watching a music video of her life, this avoids it becoming too personal. We performed the neutral breath before and after participating in this exercise (step out procedure). The end of the lesson was used to speak with students about how they felt it went, what they liked or disliked and if they felt as though their character was better because of it, and most importantly, are they okay? Everyone said they were okay, and many felt more alive afterwards.

I felt nervous prior to introducing this into my teaching. I have become fully invested in this technique and want to do it justice. I think I felt nervous because my teaching style is relaxed and goes where it feels required with each individual but implementing this gave the lessons structure and a routine. By the third week of using this technique I felt more at ease and the lessons were more enjoyable to teach. I was concerned about the younger children attempting this, but I was prepared to adapt to involve all age levels into the practice. Whilst teaching I had become uncomfortable early on in-case I broke the singing guidelines of COVID-19 by letting my students project their voices in the spur of the moment as dictated by their emotion but not wanting to stop them as they were involved in the process. I was very excited once I saw results coming through from students applying and successfully using elements of the research practically. After Four weeks of implementing it into my lessons I felt more confident as a teacher and genuine excitement for how I can apply and develop this further in the future.

The breathing exercises using nasal breathing and singing after the release of air had started was positive in my student’s warm-ups. I found it extended their range by an average of 3-4 tones and improved their mix voice working through their registers which I didn’t expect. Setting up the neutral breath has proven to be mostly beneficial in my older students than younger, considering the stresses they are under with COVID-19 and schoolwork. I had one particular student express how they were able to apply it outside of our lessons and use it before and after school classes she knew would be difficult right now. She found it helped relieve some tension, which is what it is intended for. However, concentration was a huge factor for this to succeed, and not all my students want to stop and pause. My under 10’s were the hardest to work with and it was tough to find more engaging ways to teach it. The work is now paused for half term whilst I evaluate where I can progress it too next. 

I think that the breath work has been valuable for student progress. I believe it has improved over time as I got used to explaining it out loud which made it far easier for my students to understand, but this could also be because they were learning the exercises and practicing them too. This has led to truthful vocal and physical performances which may not have been achievable prior to this body of work and they have told me how they have more confidence in their abilities to perform. Thinking about my experience on the touring show and the burnt out, depressed feelings I had, I wonder whether using the Alba Method to assist with that would have prevented that level of emotional state. I used my own knowledge of feeling this way to dedicate more time to the step out process in the hopes that none of my students leave feeling emotionally ‘wobbly’. Having tried it in my own practice I am noticing a difference in my lung capacity and my mental state being quieter too. Due to the age and maturity differences between each person who participated, it is difficult to assess whether younger students would feel the difference as much as the older students. Two students, aged 13 and 16, displayed less hyperactive behaviours since we began to this process and has allowed us to make more progress. I relate to this as I have ADHD myself and have found that the breathing has helped me feel calmer too.

If I am to repeat this particular plan again, I would need to have a younger child friendly version which is based more in yogic posture and possibly a more active, hands on lesson.  I would say this would be a priority move, then I could develop a plan that introduces the principles early on, and then throughout lessons and grades their understanding and emotional maturity can grow with it. I would want to read literature and understand more about the developmental ages of children through infant and primary school ages to consider a range of resources, such as laminated cards with facial expressions and postures on or music that sounds sad, happy and angry to help them identify what the music is telling them. These can be used the whole way through the process, even at older ages. I would also want to consider trialling these exercises in groups rather than individual lessons. By using Brookfields (1995) lenses I understand what would be appealing to children by observing my lesson through their point of view and consider what I can alter to keep them engaged and motivated.

















Personal Learning and Development Plan.


	Why am I doing this course?
	
I have decided to take this course to gain experience and knowledge relating to the voice and how it works. This is so I can develop my skills as a singing teacher to help students vocally and physically in Acting through Song. 

I applied with the intention to learn how emotion is produced in the voice and body, and what I can do for students to help them prepare, use and excel in vocal performance safely, and authentically.

I hope to expand my own understanding of my voice and the practice I have. I want to correct postural and air flow issues by reading and learning from others.


	What is the benefit for me?



	
It’s benefitting my quality of teaching, as I can study and apply my research into lessons.

I wish to develop a method under the name ‘The Emotive Singer’ that helps Musical Theatre performers safely reach high intensity states of emotion in songs and acting without damaging themselves mentally, emotionally or physically. Gaining knowledge that will help performers through performance development.

I enjoy writing and have been in the process of writing a play for primary and secondary schools which prompted me to consider creating acting workshops for confidence building and creative writing. I’d like to open my own theatre company which will allow me to teach acting through song workshops, create my own original pieces of work, and take my knowledge into the wider community for schools and youth groups.


	What Qualifications do I hold relevant to the course, and my interests?


	
Musical Theatre Performance, A.L.C.M. - 2012
Music and Musical Theatre B.A. (Hons) - 2016


	Development Area:

1.
Develop a teaching strategy to teach emotion in performance.









2.
Gain a better understanding of children’s developmental stages.







3.
Aim to move my main teaching ages to be over 16 years old.











4.

Open my own theatre company.
	Action:

Understanding Voice Pedagogy by reading literature on Musical Theatre singing and the different vocal registers.

Research what methods of emotive singing and acting there are and examine them. Mindfully be aware of maturity and emotional state of the individuals before allowing students to participate- read some CBT or counselling papers regarding actor’s welfare.

Review- 30th January 2021 after Module 2 is handed in.



Read literature regarding children’s development from Primary school years, through to Secondary and Sixth Form to understand what the different markers and milestones are for different ages, and whether this varies between sex.


Complete by - Summer 2021



Start to reduce the volume of younger students I take one over the next year and aim to advertise my business in Secondary schools and Sixth Forms/Colleges to gain access to older students. 

Apply for positions in specialist schools and courses as a Vocal Coach or Performing Arts teacher full time. Once I have completed the PGCert/MA I can apply for positions in Drama Schools and Universities


Complete by – over the next 12 to 24 months.
Review - every 6 months.



Find a location or area where I can set up a base for ‘The Emotive Singer’ and (proposed name) ‘Stick a pin in it’ Theatre Company.

Read up on schools and theatres locally and devise a teaching plan to enable me to run workshops in: Acting, Musical Theatre and Movement, writing for performance, and Acting through Song.

Potentially find a partner who can run it with me so we can cover more bases and expand client’s knowledge from more than one source.

Read up on the impact of performance in children and adolescents, and the benefits they will have by participating in workshops at school.


Complete by - January 2022
Review - Every 6 months
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Figure 2.2: The different breathing characteristics for the six basic emotions in Alba Emoting:
Amplitude/ Frequency refer to changes from a neutral baseline. Pauses refers to the period
where no expiratory movement is detected. The schematic is a visual representation of the
breath pattern (Bloch, Lemeignan “Precise” 35).





