Thomas Rees
Musical Performance Logbook
2303758
Warming Up 
Warming up vocally and physically is essential before singing because it “centers our energy and breathing so we can feel more comfortable when we work” (Leigh, 1989). Ensuring I warmed up correctly beforehand has helped me sing healthily throughout the session instead of putting strain on my voice.
Alternating arms to push against the wall allowed me to open my chest for singing and warmed me up physically each session.
Sighing and yawing first allowed me to widen my soft palate and increase the amount of space in mouth so my voice can “create more room for resonation of sounds in the vocal tract” (Konikoff Dentistry, 2024) which let me be more comfortable when hitting high or long notes further into the warmup. 
The rest of my warmup was on the floor so I could “achieve a good use of gravity” (McCallion, 1988, 24) by pushing my voice to a part of the ceiling. Having that focus and use of gravity helped me build on sustaining a note for a longer period. 
Sirens and ‘ghost like noises’ let me warm up further for those high notes, starting in my lower range and increasing till my voice is about to break allowed me to be stronger when singing which let me be more comfortable. McCallion discusses how “babies can scream for long hours and not hurt themselves or lose their voices” (McCallion, 1988, p. 3), this was insightful as he demonstrated how they have a ‘good use’ on their voice hence why they can scream without straining themselves, I took this tip into my practical work and focused on reaching those high notes just before I break to allow my voice to adapt properly. 
Placing my hands on my diaphragm was important as it helped engage it correctly, the Ha-Ha-Ha's were beneficial because it engaged my diaphragm further which helped when it came to belting my notes through my songs. I furthered this by pushing vowels towards the ceiling to achieve a stronger belt.
Soft massages against my cheekbones and chewing an imaginary piece of toffee allowed me to feel looser in the jaw. Moving to the tongue twister “a synonym for cinnamon is a cinnamon synonym” (Humor, 2021) let me warm up my jaw further while working on my clarity and dictation for the work ahead.

Pitch Matching Exercise
Having someone play the note, then trying to match that note with my voice helped improve areas I struggled with. This pitch matching exercise “improved my tonal memory” (Perfect Pitch, n.a) throughout practice.
[bookmark: _Int_LtzdgiU5][bookmark: _Int_z7HHRsWw]This benefited “Your Song” (John, 1970) as it trained my voice to hit higher notes that I struggled to hit previously. First it felt straining to reach the notes but doing this exercise for five minutes a day allowed me to build on those notes and made them more comfortable the further I went on. 
States of Tension
We explored Wright’s take on the “States of Tension” (Wright, 2004, p.99) and how to apply it to musical performance. The states of Tension were developed over many years by practitioner Jacques Lecoq (Wright, 2004, p. 86). 
[bookmark: _Int_H6PkpFby][bookmark: _Int_EOAbxHPc][bookmark: _Int_zFVlhw12]We moved in the different states to see how those states can influence performances. This was helpful when it came to performing my characters - as I’m self-conscious about singing, I felt vulnerable at first but applying these states of tensions allowed me to feel the tensions instead of nerves.
I used this throughout my rehearsal process as it allowed me to become more comfortable within my performance – when performing Bill Sykes’ “My Name, Oliver!” (Bart, 1960, p. 61-62) using the states of ‘Teenager’ and ‘Evil Mary’ portrayed Bill Sykes as this cocky gangster who knows he is the hardest and most confident in the room. Similarly, using 'Exhausted’, ‘Rigor Mortis’ and ‘Neutral’ throughout “Your Song” (John, 1970) allowed my character to have that feeling of stress and wanting to express their emotions through song. 
Within “Rhythm of Life” (Coleman, Barnes and Fields, 1966, p. 3-6) we used ‘Neutral’ to start then built up the tension throughout the song. When rehearsing, I found it hard to reach higher notes but when applying the ‘Virgin Mary’ state and imagining I am “being reeled in and pulled closer to the vision” (Wright, 2004, p. 97), it made it easier to ascended to those higher notes as appose attempting to reach them right away. 
I believe using this technique for acting has elevated my confidence in musical performance and showed me that using these bodily tensions can influence my voice to feel them too which creates powerful performances.
Independant Findings 
At the start of this module, singing made me feel self-conscious. One of my goals for this module was to find more enjoyment when performing songs as “self-consciousness is the roadblock to all progress in acting” (Harvard, 2013, p. 4). Harvard's writings proved to be insightful when tackling this fear, he discusses the Three Blind Alleys of ‘Hiding Behind a Good Voice,’ ‘Becoming the Character’ and ‘Playing Emotion’ (Harvard, 2013, p. 4-10). Applying these tips allowed me to become more comfortable when performing because it showed me that if I only focus on my singing voice then I’m going to be thinking that “my notes sound out of tune” or that “I could have belted louder there”, which makes me feel worse in performance. 
High and Low Status
The exploration of high and low status was valuable during my solo songs. Johnston discusses “how higher status people have the power in the two dynamics and that lower status people do not” (Johnstone, 1981, p. 33-74) Applying these to my characters allowed me to feel more connected to the song as I felt that’s what brought it to life. 
Johnston discusses the use of status teaches us about how higher status people have the power in the two dynamics and that lower status people do not.
When rehearsing Bill Sykes, I would use high status to show the audience that he has that power and confidence around people. Using Golden Age Theatre research, I found that characters would be full of emotion and that’s why they sing out of nowhere – applying high status to this knowledge allows me to give my character a more fearful aura.
Then I would use low status for the character in my pop song, taking a slow walk to the stage and using the states of tension alongside this could help portray that loss of power that he feels. 
This exercise has helped me become more comfortable in portraying characters while acting and is a technique I will be using in the future.
Reflection
[bookmark: _Int_ohFEUcsk]I was able to demonstrate an effective warm up that was useful to me for the assessment, this allowed me to feel ready physically and vocally, which is a warmup I will use more in the future. I performed three songs to the best of my ability, having an audience added pressure but I think that helped me when getting into character as I was able to go for it with my solo songs because I had the full support of my company throughout. The group song went brilliantly too because we encouraged each other. 
This assessment I applied the use of new techniques that I previously discussed that benefited my performance through song. Going further I’d like to explore the use of Stanislavski’s “three circles of attention” (Milford, 2020) as I seen how powerful it can be within my peer's work.
Overall, this module has taught me skills and techniques that I am forever grateful for. This module has grown me as a performer as I feel enjoyment when singing and that feeling of self-consciousness has faded. 
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