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Theatre Laboratory revolves around the exploration, analysis and rehearsal of an abundance of musical theatre genres. The module is comprised of History of Musical Theatre lectures and practical musical training. In these rehearsals, we are led by composer and director, David George Harrington, who presented us with a plethora of arrangements from the “Golden Age” up to contemporary musical theatre. I made goals that I wanted to achieve through this module, with my main ones being to widen my knowledge of theatre styles and musical terminologies, to improve on my ability to work within an ensemble and to be more confident with harmony work. In this essay, I will be reflecting upon the attainment of these goals as well as further knowledge gained.
In preparation for our 1st term of theatre laboratory, we were placed into our vocal groups through a vocal range test. I was dissatisfied with my vocal range of G3 to Ab5, therefore one of my first goals was to stretch this range by the end of level 4. We then were introduced to the “Golden Age” of musical theatre, a time of large-scale productions, lavish sets and memorable plot driving songs and choreography, loosely ranging from 1930 to 1960. To put this into practice, we learned “Oklahoma!” From Rodgers and Hammerstein's 1943 “Oklahoma!”. This fast paced and vibrant piece includes folk, western and classical influences, which help to create a rich and diverse musical landscape. Our arrangement demanded a disciplined use of dynamics, for example the first bar of the chorale is pianissimo, by bar 7 we are forte, yet bar 8 is then piano as it leads to a strongly accented or martellato section. At first this was challenging to the group as we were still learning how to work with each other.  However, through listening skills and persistent practice, we confidently produced a balanced and colourful sound throughout the song. Our second Golden Age song was “Ascot Gavotte” from Lerner and Loewe's 1956 “My Fair Lady”. This light and whimsical piece involved more straightforward harmonies yet required us to work harder on our diction to produce the ‘well-spoken’ accent that fits the scene at the races. We also learned “Make Them Hear You” from Stephen Flaherty and Lynn Ahrens 1996 “Ragtime”. The choral section was mainly homophonic which created a powerful and rich texture, along with diatonic harmony which I found straightforward to follow. Our next genre was jukebox musicals, and we were presented with a “Mamma Mia! Mega Medley” and a Queen medley, both arranged by David George Harrington. Although enjoyable to perform, it proved to be difficult to learn new harmonies to songs for which we were so familiar with the melody. I was in the lowest harmony line for the “Mamma Mia!” medley, mirroring the bass line. This was daunting, but I found that I was strong in singing an F3 and was already seeing improvements in my range since the beginning of the module. As a contrast to the previous songs, these medleys gave us the opportunity to use more twang and belt quality within sections to produce a pop-like, modern sound. 
[bookmark: _Int_ZloPdwVs]When it came to the intensive laboratory week, final musical details were added, as well as movement and choreography. The blocking for “Ascot Gavotte” and “Make Them Hear You” was kept simplistic yet effective while the “Mamma Mia!” medley involved high energy dance sequences. In the final performance, I was grateful for the opportunity to sing the solo, “(You Make Me Feel Like) A Natural Woman” from “Beautiful: The Carole King Musical” which fitted the jukebox musical theme. I was praised for my musicality within the song and my ability to take complete control of the performance despite the simple accompaniment, and used rubato to give the song a free, soulful sound. The final showing was successful, the group worked seamlessly and collaboratively together due to our foundation of trust and communication. To improve, we need to be more responsible for not letting the vocals deteriorate when movement is added. To combat this, we need an awareness of breath control, making sure we take enough breath at the right times to carry us through phrases. As a personal strength, I had the stamina to sustain energy throughout the whole performance. “Often we associate energy with tremendous vitality of movement based on speed and strength. However, it may also refer to something that is much more intimate, a power that pulses from within without dispersing.” (Burgess, TDM p. 42) To have bettered my overall performance, my solo could have been improved had I not been suffering from a cold that week, therefore I need to be more aware of vocal health to prevent this in the future.
Our second term of theatre laboratory began with learning “Wait” from Stephen Sondheim’s 1979 “Sweeney Todd: The Demon Barber of Fleet Street”. David’s arrangement of this moving piece required us to perform mostly acapella, with only the basic chords being played on the piano. The heavy polyphonic sections of the piece took a lot of rehearsal time to balance the sound and create the perfect texture. The main melody is passed among vocal parts to create a variation in timbre, this is known as ‘Klangfarbenmelodie’ which is German for ‘sound, colour and melody’. This gave each of us experience in singing both the lyrical melody and contributing the accompaniment including pedal notes and descant motifs. Another Sondheim piece we learned was “The Ballad of Sweeney Todd” which had an abundance of unique musical elements such the leitmotif centred around the ‘dies irae’, the Latin Requiem synonymous with death. There is a complex canon that demands the ensemble to be attentive to each other's vocal lines to ensure we sing at the right time and in the correct harmony. As a lighter, more zestful arrangement, we took on Cole Porter’s “Another Op’nin’, Another Show” from the 1948 “Kiss Me, Kate”. Our harmonies were simpler, and the piece included a lot of solo lines that each needed distinct characters. To drill these into us, David had each of us complete exercises to enrich the lines, for example, I had to impersonate Shirley Bassey to sing my line with grandeur, Lily had to run to David while singing her line and Lloyd was asked to run in a circle to heighten the intensity. We learnt the importance of the musical anacrusis, the note which precedes the first downbeat in a bar of the music. The ‘An’ in ‘Another’ is commonly an anacrusis in this song, therefore we had to be strong in singing it as to not lose the diction at the beginning of each section. With a gospel influence and an introduction to Dabke music, a rhythmic Levantine folk style with the name loosely translating to “stamping of the feet”, we rehearsed “Still I Will Love” with music and lyrics by Shaina Taub, a song centred on antiphonal repeats with harmony mostly in thirds as backing vocals. These repetitive phrases pushed us to add colour, emotion and momentum throughout to make the lyrics emotive, visualising pictures of our own loved ones while singing.
[bookmark: _Int_f5MYgjRd]When the intensive laboratory week occurred, we spent full days working with director Angharad Lee to incorporate meaningful movement to each song. We started the programme with ‘Another Op’nin’, Another Show”, playing actors who have had a bit too much ‘fun’, and were woken up to their 30-minute call, frantically preparing to start the show. This humorous act provided a strong contrast to our next pieces from “Sweeney Todd”. For “Wait”, we completed partner sequences using a Frantic Assembly method of ‘Three Hands’ where each gesture consisted of three hand placements, with all physicality representing the term ‘wait’.  We were taught the importance of eye contact and core connection with your partner, “Infect your partner! Infect the person you are concentrating on! Insinuate yourself into his very soul, and you will find yourself the more infected for doing so.” (Stanislavsky, K. P. 123). “The Ballad of Sweeney Todd” centred around puppetry work, using a coat, hat and knife to represent the antagonist of the show. “Still I Will Love” was kept uncomplicated as we stood staggered and tried to really feel the music in our bodies in a gospel style. We were given a taste of how fast paced the industry is through David giving us a piece of 4-part choral music for Lily’s solo “So in Love”, which we had to independently learn off-copy within 24 hours. This was one of our strengths this term as we were able to sight-read more efficiently than the last term. We were also more effective at adding dynamics to the music, being careful to use vibrato, crescendos and staccato elements to the best effect. Nonetheless, our weakness was in our timing and cut-offs, for example, particularly in “The Ballad of Sweeney Todd” where we had disagreements on how long to sustain ‘moralise’ after the shrill, homophonic 4-part harmony. Personally, I felt that my strength was my adaptability to vocal parts as I was able to sing soprano this term as opposed to singing the bass line last term. To improve, I need to be more confident in singing the higher notes rather than remain in my comfort zone and range. 
Through reflecting on my experience of Theatre Laboratory, I discovered the value of celebrating all musical genres and eras and take inspiration from them. Not only have I developed and expanded my vocal technique and musical knowledge, but I have learned the important industry skills of teamwork, communication and independent learning. I am excited to continue exploring my creativity, musical growth, and collaborating with others to create impactful performances that move and inspire audiences.
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