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This assignment will consider how the Professional Practice module has changed the way I think about, prepare, learn, rehearse and perform different roles. A comparison will be made with past practice before this module, with what I learnt during the module and how I adapted my practice and how these new and improved skills helped shape and change my performance at the end of the performance week and how I think it will help me in the future.

When previously learning new repertoire, I would simply learn the words, translate the text if necessary, and then just read it as if it was a story basing my emotions and actions off that. However, this approach led to difficulty portraying the character properly to begin with, and often consumed extra time with the stage director or assistant stage director to ‘find’ that character. This held me back as I would always be a week behind everyone else in developing my character, but now I understand where I was going wrong, and where I needed to change and improve my tactics to enable me to live truthfully through the character. By saying ‘living truthfully through a character’ it means, to portray the life of that character as accurately and believably as possible. This is supported by Morong (2015), “The actor must see through the lens of the belief system of the character as created by the writer, and breathe life into it by rooting emotionally in his or her body, not head.”  
 
Conscious and Unconscious Thought   
The conscious and unconscious thought process was something that I had never thought about before, but would help me tremendously later on whilst analysing the text. An approach we took to develop this was to keep a diary for a week and write down every time we made a decision that was thought about, and every decision we did not think about but just did. Throughout the week I started to realise that a lot of the decisions I made were unconscious, such as getting a coffee or putting on a jumper. However, my conscious thoughts were much more meaningful, such as do I have enough money to buy new shoes because my old ones are leaking, or should I sing a new aria in my coaching session or just keep the same aria for my performance assessment. This helped me realise and understand that the character also has conscious and unconscious thoughts, and through exploring and implementing them you can really change the performance and live that bit more accurately and truthfully through the character. 

Another realisation was that learning a piece requires conscious thought for you to actively learn a piece, be it lyrics, tempo or notes, but actually singing the piece once you have learnt it is mostly unconscious thinking. For example, you do not think about every word since they just come to you and you do not listen to every note because you just move with the music as if you are one. The most important thing it made me realise is that when it comes to movements and actions on stage, you again have to use your conscious thought to learn the moves, but by the opening night you need to have learnt your moves so well that it becomes embodied knowledge or muscle memory and therefore turning it into an unconscious thought process and solidifying its purpose. During our performance week rehearsals our music director Iwan Teifion Davies (Davies, 2021) stated that, when you rehearse, you rehearse the singing, technique and movements so much that it needs to be second nature on stage and that you in a way do it automatically. 


Given Circumstances 
This is all about the given circumstances of the character and what they are going through. The singer has to truly think about where they are as a character; this means you can live truthfully through the character by setting yourself in their shoes. The idea of given circumstances was invented by a Russian theatre professional called Konstantin Stanislavski. Given circumstances (n.d.) cites Stanislavski’s description: “The term given circumstances is applied to the total set of environmental and situational conditions which influence the actions that a character in a drama undertakes”. This is done by answering a few simple questions – Who? Where? When? Why? For What Reason? and How? This is backed up by Heather Antonia (2013), “Given circumstances are what Stanislavski believed we should do as soon as we have been given a script”. She then goes on to say, “The facts and conditions of life are also covered”. 

For example, in the scene from L’elisir Damore, my character Nemorino is a simple peasant who is taking a midday break in the garden of his employer’s mansion after raking the lawns with other workers and is gazing at the woman he is in love with from the bushes, who is the daughter of his employer. Even though he is in complete awe of her, he feels he could never ask her out as he is simply a stupid, foolish peasant whilst she is an intelligent wealthy landowner’s daughter. So, the given circumstances make him feel that he is not good enough for her as: 1, he is simply a peasant raking her father’s lawn while she is a wealthy landowner’s daughter; 2 she is an intelligent academic whilst he can barely write; and 3, he is always treated as a fool and is never taken seriously. Through looking at these three obvious but crucial given circumstances this enabled me to begin to understand the character’s state of mind and emotion whilst he was in that very hopeless and emotional situation, and mentally this helped me to be at least three steps further on than previously.

Pressing Issue
We then moved on to a process that I was not familiar with, the pressing issue. This is a really important and handy tool for the singer which they can take with them into the future as it is relevant and applies to all pieces of text. This very handy multi-tool helps you break the text down, strip it back, and then rebuild it bit-by-bit whilst also developing the character and helping you to live truthfully through them at the same time. 

I first take the text and read it thoroughly, then go back to the beginning and while working through the text I mark every time there is a change, such as a mood change or subject for example. This helps me understand the frame of mind of the character that I am trying to play. For example, in the text of Nemorino’s aria Quanto è Bella [appendix 1], his first words are “Quanto è bella, Quanto è Cara” (how beautiful is she, how incredible is she), so I tag that as being in awe. Then the text goes on to “Più la vedo e più mi piace” (the more I see her the more I like her), I then mark that line and tag it as being in disbelief. Further on the mood of the aria changes again when he says “io son sempre un idiota, io non so che sospirar” (I am always an idiot, I know not how to do anything but sigh), and this I would mark and tag as realisation and self-hate. Once every slight change in the text is marked, I look for the line of significance which is the one line in the text that pulls it all together and makes sense of it all. In the case of Nemorino’s song the significant line is “ah, non-son capace” (I am not able) which sums up the whole situation, as he feels he is not able to be intelligent and academic and live up to her expectations.  He feels that he is not able to live up to her status and that he is not able to be taken seriously by her, nor anyone else therefore rendering his case pathetic.
 
I feel that these few steps really set me up and allow me to understand the character better therefore allowing me to live through the character much more truthfully. As the lecturer said at various different points throughout the module: 

the thought of becoming a character is silly as there is no way that you have life experience to cover and fully understand the situations in which you have to play as that character (Lee, 2021).

This valuable lesson has made me think more like an actor which will help me not only with staged performances, but also with concerts and recordings by being able to channel that emotion and so deliver a believable and ‘in the moment’ performance to the audience.

Conclusion and Findings 

From writing and researching this assignment I have learnt the fundamental points of how to learn a role efficiently, professionally and as truthfully as possible to both serve the writer / composer and the audience to the best of my ability. I have also seen how this module has changed my practice for the better by looking at my methods beforehand and the complications I encountered.  I have also analysed the skills I have gained and also better understand and have improved upon the skills that I had already been taught, but did not fully appreciate. I feel that after this module that I am much better equipped to pursue a career and trust that these skills will always keep me true to both the writer / composer and to the audience.             
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Appendix 1

Quanto è bella Lyrics - 

Quanto è bella, Quanto è cara,
Più la vedo e più ni piace,
Ma in quel cor non son capace,
Lieve affetto ad inspirer.
Essa legge, studia, impara…..
Non vi ha cosa ad essa igniota,
Io son sempre un idiota, 
Io non so che sospirar
Ma in quell cor non son capace
Lieve affetto d’inspirar
Lieve affetto, in quell core ad inspirar.


