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Glossary Of Terms 

	Praxis 
 
	Process of putting theory into practice.


	Iterative process
	Continuous refinement. Process of building, refining and improving.


	Symbiotic development 

	Characterised by being in close physical association. Ideas developing alongside one another. 

	Vocational training
	Vocational training is a course or programme that focuses on teaching the skills or abilities required for a particular career or trade (indeed.ie) 


	Canon 
	Canonical works, or works in the canon, are those that are the most commonly studied, read, and celebrated in a particular culture or language. 






















TITLE: Towards A Systematic Approach to Ensemble Singing for Musical Theatre Performers in Collegiate/ Vocational Training: Articulating and Advancing my praxis at Laine Theatre Arts
		
Part One: Project Portfolio 
Word count: 6590			
INTRODUCTION AND RATIONALE  
Introduction
The ensemble is an integral part of musical theatre, with ensemble singing being one aspect of the role of an ensemble member. When I started teaching ensemble singing at Laine Theatre Arts in 2023, I was alarmed to find that there was no textbook, resource or pedagogical model that related to ensemble singing for musical theatre, given the prevalence of ensemble singing within musical theatre.  In the absence of resources, my planning was informed by my background in music education, vocal pedagogy, and choral singing, as well as some industry standard approaches and strategies that were suggested to me by my colleagues. A year on from implementing my initial planning, my goal is to make the tacit in what I do explicit, advance my approach by engaging further with literature, and use it to contribute to the currently non-existent field of pedagogy specific to ensemble singing in musical theatre. This project will help to facilitate this goal.  

Thus, the purpose of this project is to move towards a systematic approach to ensemble singing for musical theatre performers in vocational training that aims to prepare performers for a career within the musical theatre industry. This overall approach will address the target tonal outcomes of the music, which accounts for stylistic elements and vocal qualities, as well as the musicianship skills and music theory knowledge required. The systematic approach I am proposing will also take an integrative approach, using primarily ensemble repertoire from the musical theatre canon to facilitate this skill development and knowledge acquisition. 



Identifying a gap 
During my initial search for literature I identified key search terms. These were ‘musical theatre ensemble singing’, ‘musical theatre chorus’, ‘musical theatre pedagogy’, and ‘musical theatre curriculum’. The resulting searches were managed in a Excel spreadsheet which is included in Appendix 2. The table in Figure 1 was used to manage my inclusion criteria. ‘Musical theatre’ and was an important inclusion criteria, alongside one or more of ‘music theory,’ ‘ensemble singing’ and ‘vocal pedagogy’ . 

	Author 
	Type 
	Year 
	Musical Theatre 
	Ensemble singing
	Vocal pedagogy
	Music theory

	Jordan & Walker
	Article 
	2022
	X
	X
	X
	X

	Blustein, Gerbi & Rifkin
	Article
	2021
	X
	
	X
	

	Cowan
	PhD
	2018
	X
	
	X
	

	Bond
	Article
	2010
	X
	
	X
	

	DeLorenzo
	PhD
	1985
	X
	
	
	


Figure 1 Table from Appendix 2 for managing inclusion criteria during my systematic literature search 

As seen in Figure 2, these searches yielded only one article that discussed ensemble singing in musical theatre, namely Jordan and Walker (2022). Within their article, Jordan and Walker (2022, p. 59) assert that “vocal pedagogy and voice science allow for a more dynamic approach to ensemble work”, and provide the caveat that we must find skilful ways to integrate this knowledge within the musical theatre context. I will reflect throughout this project on how I am presenting vocal pedagogy concepts within the ensemble singing context. 

Additionally, the scaffolded approach that I am proposing aligns with what Blustein et al. (2021) call for throughout their article, namely a practical skills-based curriculum for musical theatre that is pedagogically scaffolded, allowing for a gradual synthesis of key skills. Blustein et al. (2021) reveal that a music theory textbook specific to musical theatre first emerged as recently as 2008 and acknowledge the general lack of a pedagogical approach to musical theatre training. They emphasise the need for a “great emphasis on musical concepts through literature at all stages of learning” (Blustein et al., 2021, p. 152). The literature search outlined above also yielded two Masters theses that propose a similar approach to music theory in the musical theatre context, that is through musical theatre repertoire. While not ensemble singing was not discussed, Blustein et al. (2021) recommend that future resources may wish to include ensemble singing. 

My proposed approach to music theory and musicianship, while similar to the various approaches appraised by Blustein et al. (2021), is novel, given its application in the context of ensemble singing repertoire from the musical theatre canon rather than through solo repertoire. 

Connection to my overall vision
When considering my overall vision, I reconnected with my long-term professional goal, which is to be an expert in coaching musical theatre performers in all styles of musical theatre, as a musical director and as a teacher within professional musical theatre training. This coaching extends to both solo singing and ensemble singing. In doing this, I recognised that the knowledge gained from each project I have completed so far will feed directly into developing this systematic approach to ensemble singing, as represented in Figure 2. This project, and my general commitment to my coaching practice at the moment, will have a knock on ripple effect on my portfolio career – as a freelance musical director and as a teacher of ensemble singing at Laine Theatre Arts. It will enable me to articulate what I do in my practice, fill key knowledge gaps, and provide a unique selling point for my work as a musical director.



Figure 2 Flow chart representing how the knowledge gained in previous modules will feed into Module 5

My vision for achieving excellence in ensemble singing 
My vision for achieving excellence in ensemble singing is represented visually in Figure 3. This hierarchical structure is used to express that exposure to varied repertoire is the vehicle for: the application of effective rehearsal practices and methodologies, the acquisition of music theory knowledge and musicianship skills, and the incorporation of vocal pedagogy and voice science. 

 Figure 3 Elements that contribute to the development of excellence in ensemble singing
Overview of the proposed artefact 
My artefact will be twofold, involving firstly the development, collation and/or presentation of various tools and resources that inform my curriculum, and secondly the presentation of my curriculum for ensemble singing at Laine Theatre Arts, which will include the application of the aforementioned tools and resources. Separated into Part 1 and Part 2, the proposed content of each part is outlined below.  

Part 1: Tools and resources that inform my curriculum  
· Start a database of ensemble numbers from the musical theatre canon that categorises by year and genre.
· Create a list of compositional and harmonic devices typically found in musical theatre ensemble repertoire.
· Create a list of the music theory and musicianship skills necessary for musical theatre performers. 
· Create a document that relates to vocal pedagogy concepts that are presented within my ensemble singing lessons. 

Part 2: My curriculum for ensemble singing at Laine Theatre Arts, including the application of the above tools and resources 
· Present my curriculum for the 2 year ensemble singing programme that I have developed for Laine Theatre Arts and that will be refined throughout this iterative process.
· Create a template for the preparation for each piece of repertoire that will be used. This will account for style, vocal qualities and challenges, music theory and musicianship concepts to be covered and compositional/harmonic devices.
· Demonstrate the application of the template using a selection of the repertoire included within the curriculum. 
· Create listening lists for each style being covered to support students outside of the rehearsal that aims to overcome some of the challenges posed by time constraints.
· Present a compiled selection of resources used. 


PLANNED PROGRAMME OF STUDY 				
Aims and objectives and expected learning outcomes 
While my long-term goal is to create a systematic, integrative approach to ensemble singing for musical theatre performers that can be used by others, this project represents the first steps in the creation of this approach, namely articulating and refining my approach to ensemble singing at Laine Theatre Arts. This will be done by creating the aforementioned artefact as well as documenting the process of arriving at the artefact within this project portfolio and in the project report that follows. 

Project aims and objectives (PAOs) 

· PAO1: Conduct a review of literature relevant to ensemble singing and repertoire selection in musical theatre, considering the canon at large as well as inclusive practices. This will be facilitated by the use of search criteria and rigorous academic engagement. 

· PAO2: Create a database of ensemble numbers from the musical theatre canon that categorises by year and genre. 

· PAO3: Consolidate best practice strategies for teaching ensemble repertoire in musical theatre, through rigorous academic engagement with relevant literature and current industry practices. 

· PAO4: Identify the music theory and musicianship skills necessary for musical theatre performers, through rigorous academic engagement, analysis of musical theatre ensemble repertoire, and critical reflection on my own practice.

· PAO5: Consider the tonal objectives of the repertoire chosen and the language used in the rehearsal room to communicate these tonal objectives, through rigorous academic engagement with literature and best practices, and critical reflection on my own practice. 

Expected learning outcomes (ELOs)

· ELO1: Improve my knowledge of all areas contributing to excellence in ensemble singing within musical theatre, as per the graphic in Figure 2.  

· EL02: Use the theoretical knowledge and best practice approaches studied to refine my ensemble singing curriculum for Laine Theatre Arts.

· ELO3: Improve upon my current approach at Laine Theatre Arts by articulating explicitly all aspects of my praxis, allowing me to refine what is currently tacit.


Timescale and project management  
	Task 
	July
	Aug
	Sept
	Oct 

	Navigate module expectations, watch all module lectures and agree topic with tutor 
	
	

	Initial reading and develop methodological approach
	
	
	

	Artefact development 
	

	Portfolio: Introduction and Rationale
	
	
	

	Portfolio: Planned programme of study
	
	
	

	Portfolio: Critical review 
	
	
	

	Project report: Introduction 
	
	
	

	Project report: Review 
	
	
	

	Project report: Reflective conclusion 
	 
	

	Draft study ready for submission 
	
	
	

	Re-writes and final submission
	
	



More detailed planning of specific tasks within each area of the GANNT chart above will be managed within Notion, a task management programme. Figure 4 features a chart that I used to plan an overall time allocation for my project, along with target word counts for each week. Within Notion, a linked page to each week features a breakdown of weekly tasks and goals to help me manage the project and to stay on track with the timescale in the GANNT chart. Samples of this planning are included in Appendix 3. 

[image: A screenshot of a computer
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Figure 4 My project planning overview from Notion 





PROJECT DESIGN
Methodologies and frameworks supporting the artefact’s creation 
The artefacts’ creation will be the result of an iterative process involving the use of mixed methods approach. Skains (2024, p. 63) highlights that practice-based research is interdisciplinary by nature, requiring the researcher to “incorporate methods from different domains of knowledge in order to design [their] method”. As part of the continuous cycles of creating, reflecting and writing, taking a non-linear approach to this practice-based research, I will draw on literature review (Dixon-Woods et al., 2006; Onwuegbuzie, 2018;  Green, Johnson, and Alan 2001; Winter, 2023), document analysis (Bowen, 2009; Corbin & Strauss, 2008; Merriam & Tisdell, 2016; and Morgan 2022), auto-ethnomethodology (Garfinkel, 1967; Skains, 2024) and dialogic engagement (Nelson, 2022). Additionally, in structuring the write-up of the project report will make use of  Nelson’s onto-epistemological model “Know That, Know How, Know What” (Nelson, 2022), and in doing so I will reflect thematically. 

The sections that follow will discuss each of these methodological influences. 

Literature review 
Literature review will be used to support the artefacts creation given its capacity to make internal and external connections, and compare and contrast two or more literature sources (Dixon-Woods et al., 2006; Onwuegbuzie, 2018;  Green, Johnson, and Alan 2001). As discussed when identifying a gap in the literature at the beginning of this portfolio, an initial systematic exploration of literature within the area of ensemble singing for musical theatre, that made use of search terms and inclusion criteria (see Appendix 2), identified key articles that will feature prominently within this portfolio, namely Jordan and Walker (2022) and Blustein et al. (2021). Drawing on this small number of highly relevant texts within this portfolio shares similarities with a hermeneutic circle approach (Boell and Cecez-Kecmanovic, 2021), and will allow me to identify importance concepts specific to the field of musical theatre. Using reference tracking, of these two texts also helped to identify additional relevant literature (Boell and Cecez-Kecmanovic, 2021), as shown in Figure 5 below. 
	Original article 

	Bluestein et al (Blustein, Gerbi and Rifkin) 

	


	Exploring authors' other output 
	New Authors 

	A Revised Taxonomy for Music Learning (Article) 
	Rifkin & Stoeker 

	A 21st Centurt Model for 2-year Musical Theatre Curricula (Doctoral thesis)
	Gerbi





Figure 5 The results of reference tracking for identifying additional relevant literature 

As a result of the highlighted lack of literature in this field, my literature review will also take an interdisciplinary approach by identifying how other more established parallel fields, such as choral pedagogy and music education, can contribute to the field of ensemble singing for musical theatre. The emphasis will be on synthesising this literature (Winter, 2023) with aim of supporting my vision for achieving excellence in ensemble singing, seen in Figure 3. The write up of this literature review will feature within the “Know That” section of Nelson’s Model in the project report Nelson (2022). 

Document analysis 
Document analysis is a “systematic procedure for reviewing or evaluating documents” (Bowen, 2009, p.27), and the data contained in the documents can be examined and interpreted in order to gain understanding, elicit meaning, and develop empirical knowledge (Corbin & Strauss, 2008). ‘Document’ is a term used to refer to a wide variety of material including visual sources, such as photographs, video, and film (Merriam & Tisdell, 2016; Morgan 2022), and in the context of this project the document type used will be the sheet music and cast recordings for various ensemble songs across the musical theatre canon that I choose. Document analysis involves finding, selecting, appraising and synthesizing the data contained in documents (Bowen, 2009), and can lead to thematic analysis as a form of pattern recognition within the data (Fereday & Muir-Cochrane, 2006). This will be used in the creation of the database of ensemble numbers and in creation of the lists of compositional/harmonic devices found in musical theatre, both of which will be presented in Part 1 of the artefact. Using thematic analysis alongside document analysis will allow me to build a profile of the various ensemble numbers that I explore in a systematic and organised manner. The presentation of this analysis will be made possible by the development and application of a template for the preparation of repertoire that will be included within the artefact.

Auto-ethnomethodology 
Ethnography is used to describe the observation of people’s everyday activities and the subsequent recording and analysing of these activities to gain insight about the how and why (Garfinkel, 1967; Skains, 2024). In turn, auto-ethnomethodology is when the “creative practitioner-researcher uses an ethnographic approach for self-observation” (Skains, 2024, p. 66). Brandt (1992, p. 315), proports that creatives must ‘make continual sense to themselves of what they are doing’, reflecting on their creative thinking throughout the act of creation. This can be in the form of making notes, journal entries and comments on revisions (Skains, 2024). This process of self-observation is a form of documenting the creative process, and I will use it to keep a record of the artefacts creation. Figure 6 below, featuring collated advice from Skains (2024, p. 67), will be used to inform my self-observation. Alongside written journal entries, I will record audio journal entries after the delivery of my Year 1 and Year 2 harmony lessons for the first six weeks of term (Sept 16th – Oct 22nd) to reflect immediately on my practice.  
	Develop a system to make a record of your creative activities. A record log noting:
· What you’re doing 
· Why you’re doing it 
· What you think and feel about it as the creative act is undertaken
· Notes on the creative artefact itself – revision notes, code commentary 
· Various drafts and versions of the creative piece


Figure 6 Advice I collated from Skains (2024, p. 67) on what to include within my journal entries 

Dialogic engagement 
Dialogic engagement refers to interactive, collaborative engagements in knowledge creation (Nelson, 2022) whereby the practitioner seeks to understand and engage with the discursive position of others. Alongside self-observation, I will be cognisant of feedback that I receive within my workplace, from both colleagues and students. This data will not be formally collected in this project, however, I will be able to use my position as an insider-researcher to reflect on feedback from colleagues and students. Additionally,  student responses from appraisals completed at the end of the last academic year will be invaluable in refining the existing scheme of work that I am building on within this project; they will provide insight into where students felt they were successful and also provide areas for improvement. In using this feedback I will be mindful of ethical considerations surrounding informed consent given that this student feedback was not given specifically for this project. Therefore, it will be my reflections on these responses that will be included within the project and not the responses themselves.  Auto-ethnomethodology and dialogic engagement will also feature within the critical reflection of this portfolio through the lens of Kolb’s reflective model. This model will be elaborated on within the critical reflection. 
Nelsons Model: “Know That, Know How, Know What”
Within the project review, Nelson’s onto-epistemological model “Know That, Know How, Know What” (Nelson, 2022), which is specific to Practice as Research (PaR), will be used to facilitate meaningful evaluation and to engage in critical thinking and reflection. Presented graphically in Figure 7, the model has praxis at its heart, embracing “experiential modes of knowing” (Nelson, 2022, p. 4). Each section of the model will now be discussed. 

[image: A diagram of a triangle
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Figure 7 Nelson’s onto-epistemological model for Practice Research in Nelson (2022, p. 46)

The “Know-That” section will be used present propositional knowledge that has guided my artefact’s design. Nelson (2022, p. 53) describes this type of knowledge as “academic”, and is careful to proclaim that it is not privileged within the model, but rather there is a dynamic interplay between the three modes of knowing. 

The ”Know-How” section will allow me to reflect not only on the artefact’s creation, but also to articulate the procedural knowledge embedded within my practice (Nelson, 2022). Throughout the artefact’s design, I will keep various journals to clearly document my praxis, as discussed above, allowing for “the making visible of an intelligence which nevertheless remains fundamentally located in embodied knowing” (Nelson, 2022, p. 48). This documentation extends to skills and techniques used in practice, as well as specific exercises and teaching methods. This tacit knowledge encompassed within “knowing-how” can be further thought of as “semi-conscious and unconscious knowledge held in people’s heads and bodies” (Leondard and Sensiper in Nelson, 2022, p. 47). 

The “Know-What” section will enable critical reflection of the process of artefact creation and its outcomes (Nelson, 2022). The reflexive process will not only reflect on what has been achieved with the artefact’s creations, but also examine where I stand in respect to the propositional knowledge presented in “Knowing-That”. Amongst other things, I will: 
· Justify choices made in the artefacts design 
· Analyse how well the artefact addressed the identified gaps 
· Highlight unique contributions and insights gleaned by my work 

Thematic analysis
Within the application of “Know That, Know How, Know What” I will take a novel approach by reflecting thematically, with the themes being determined by my vision for achieving excellence in ensemble singing that was presented in Figure 3, namely: 

· Exposure to varied repertoire 
· Rehearsal practices and methodologies 
· Vocal pedagogy and voice science 
· Musicianship and music theory 

The two matrices in Figure 8 and Figure 9 below help to demonstrate how these four themes are connected to the project aims and objectives (POAs), as well as the expected learning outcomes (ELOs). Connecting the themes back to the POAs and ELOs in this way will help me to stay connected to the overall vision for this project. 


	Theme 
	PAO1 
	PAO2
	PAO3
	PAO4
	PAO5

	Exposure to varied repertoire 
	X
	X
	X
	X
	X

	Rehearsal practices and methodologies 
	
	
	X
	
	

	Musicianship and music theory 
	X
	
	
	X
	

	Vocal pedagogy and voice science 
	X
	
	
	
	X


Figure 8 Matrix connecting the project aims and objectives to the themes determined by my vision for achieving excellence in ensemble singing
	Theme 
	ELO1 
	ELO2
	ELO3

	Exposure to varied repertoire 
	X
	X
	X

	Rehearsal practices and methodologies 
	X
	X
	X

	Musicianship and music theory 
	X
	X
	X

	Vocal pedagogy and voice science 
	X
	X
	X












Figure 9 Matrix connecting the project expected learning outcomes to the themes determined by my vision for achieving excellence in ensemble singing



Theoretical influences and best practice influences 
A revised taxonomy for Music Learning 
Rifkin and Stoecker (2011, p. 156) present a revised taxonomy that caters specifically to music learning, which they assert is intended as a step towards what they describe as “a pedagogical method for an essential, yet elusive, part of every musician’s undergraduate experience – ear training”. They clarify that the word ear training, as used here, is interchangeable with aural skills, sight singing and musicianship. The taxonomy provides a framework for “designing and implementing best practices in aural skills pedagogy that can be adopted to suit any curricular needs” (Rifkin and Stoecker, 2011, p. 157). It draws on Bloom’s Taxonomy (1956) and the revision of Bloom’s Taxonomy by Anderson and Krathwohl (2001), which changes the emphasis to active learning by replacing nouns with verbs. Rifkin and Stoecker (2011) renamed and reordered some of Anderson and Krathwohl’s learning stages in order to better represent the aural processes involved in music learning, and maintained the emphasis on active learning. Rifkin and Stoecker (2011, p.160) discuss the rationale for changing remember to recognize: the label recognise emphasises the different types of remembering – “when a listener recognizes or recalls that a musical pattern has repeated, this cognitive act is a specialized type of remembering that centralizes the aural event”. A comparison of the three learning taxonomies is presented in Figure 10. 

[image: A diagram of a pyramid
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Figure 10 Comparison of Learning Taxonomies from (Rifkin and Stoecker, 2011, p. 158). 

In Figure 11, I have collated the description of each stage of Rifkin and Stoecker’s taxonomy (2011, p. 160). This learning taxonomy, and the associated description of each stage, will be invaluable in the design of my scaffolded approach given its specificity for building a music curriculum that centres on aural skill acquisition, given the importance of aural skills, sight singing and musicianship skills for ensemble singing. 

	When
	Stage of Learning 
	Description of Stage 

	Beginning stages of music learning 
	Recognise 
	Remember previous music events 

	
	Imitate 
	Recall and repeat previous music events 

	
	Conceptualise 
	Analyse and concretise in one’s mind 

	Later stages of music learning 
	Apply 
	The use of learned material in different musical environments and contexts 

	
	Improvise 
	Create music within temporal constraints 

	
	Evaluate 
	The ability to judge the value of a product for a given purpose


Figure 11 A description of each stage of Rifkin and Stoecker’s taxonomy (2011, p. 160)

Music theory through musical theatre 
Franceschina (2015) in her text Music Theory Through Musical Theatre addresses the importance of aural skills through the provision of exercises that combine the use of scale degrees, solfege symbols and singing drills, and Blustein et al. (2021, p. 155) call for “adoption of best practices in sight-singing pedagogy, eschewing intervallic  approaches in favour of solid grounding in scale-degree and harmonic tonal  functions”. The application of these concepts will be considered alongside the use of Rifkin and Stoecker’s taxonomy. From the outset, I know that these are concepts that are embedded in my practice and is evidenced within the artefact in my compiled warm-ups in Part 2. Examples are shared on the following page.  

___________________________________________________________________________

*FROM ARTEFACT  

Visuals for sung warm-ups connected to musicianship  

The Major Scale

· Sung to various vowel sounds, scale degrees (i.e. numbers) and letter names. 

[image: A diagram of a major scale
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Triads

· Sung to scale degrees with different groups sustaining each part of the triad. Also sung to various vowels. Attention is drawn to balance of the chord, the quality of the chord (major or minor) and intonation. 

[image: A number grid with black numbers
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*END OF ARTEFACT SELECTION
___________________________________________________________________________

Gaps highlighted by the literature and pedagogical scaffolding 
Blustein et al. (2021, p. 140) highlight the wide assortment of approaches to musical theatre training that have manifested due to a “dearth of musical theatre educational pedagogy”. While there is undoubtedly training happening that is rooted in pedagogically sound practices, none of these approaches have been published in print. In their review of four emerging texts for musical theatre, Blustein et al. (2021) continuously call for an approach the music theory that is pedagogically scaffolded, and that provides a clear pedagogical rationale. They praise Gerle’s calculated scaffolding in Music Essentials for Singers & Actors (2018), emphasising the importance of the introduction of topics and a deliberate pace, and relating new concepts to concepts already covered (Blustein et al., 2021, p. 154). 

Repertoire selection and the musical theatre canon
Taylor and Symonds (2014) expresses that the canon, while not expressed in any formalised lists, has a tendency to privilege certain voices. They express that “English language works by educated white males receive particular attention” and as a result, the canon marginalises those outside that demographic, for example works by women, and works by writers of different ethnicities (Taylor and Symonds, 2014, p.47). At the 2024 TCQ National Conference in Chicago, Maestra called for musical theatre seasons to be programmed with gender parity and inclusion in mind. Additionally, Blustein et al. (2021) highlight the influence of musicianship texts on the music students engage with, and that they often “reflect narrow and traditional conceptions of a musical theatre canon” (Blustein et al., 2021, p. 155). Given my position to shape the material that students are exposed to within my curriculum, I will endeavour to ensure that my decisions regarding repertoire selection are well considered, and include the works by those marginalised groups. 

Vocal pedagogy and voice science 
Walker, in Jordan and Walker (2022, p. 52), shares her strategies for “applying voice pedagogy in the overlapping rehearsal contexts of choral music and musical theatre”. Catherine A. Walker is an Associate Professor in the University of Michigan’s Department of Musical Theatre, which according to their website houses the “number-one ranked musical theatre program” in the USA. Her approach and strategies draw on her background in choral music, her training in the Estill Voice Model as well as her extensive music training. Given that I share a similar background, her approach is one that I relate to strongly. Her strategies will have a strong influence on the development of my artefact. 

Within Module 3 I conducted an exploration of the terminology and pedagogical approaches to voice training used in my workplace, Laine Theatre Arts. The emerging findings were influenced by the observed best practice of my colleagues, student feedback, as well as extensive engagement with leading practitioners within the field of vocal pedagogy, and resulted in the presentation of the model in Figure 12. The model, which acknowledges the value of, and interplay between, direct and indirect instruction, and connecting with an emotion or intention, has already had a direct impact on the language that I use within my ensemble singing classes. 
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Figure 12 Model developed in Module 3 to represent the interplay between the nature  of verbal instruction in singing teaching 

Jordan and Walker (2022) illuminate how this could be applied within the context of an ensemble rehearsal. Using Holsts’ I Love My Love, they demonstrate how one might move between the use of metaphor and imagery (an indirect instruction) to the use of a vocal pedagogy informed recipe (direct instruction). Walker (in Jordan and Walker, 2022, p. 54) expresses that “we understand images and colours, and can elicit a change  in vocal recipe by simply giving the ensemble a different image”. For the section where the treble voices are required to sing with a far-off, flute-like sound, Walker uses the indirect instruction “Sing like a hoot owl” to elicit the desired vocal quality. When asked about the inclusion of more direct instructions (Walker, 2022, p. 54) expresses: 

It depends how much rehearsal time I have. How quickly do I need the result, and how teachable can this  moment be? […] If there’s very little time, I might choose  the hoot owl prompt […] If I had more time, I could explain the falsetto quality in more detail. 

In a similar way, for the beginning section which is grand and hymn-like the indirect instruction given by Walker is to “channel their inner opera singer, prompting a robust, classical sound” (Jordan and Walker, 2022, p. 54). Translating this into a direct instruction, Walker expresses “I might say, “I want more vocal fold adduction or a slightly lower larynx position,” instead of a quick opera prompt” (Jordan and Walker, 2022, p. 54). In brief, Walker (in Jordan and Walker, 2022, p. 59) asserts that “vocal pedagogy and voice science allow for a more dynamic approach to ensemble work”, and that equally, seen with the movement between indirect and direction instruction, that we do not share all we know with our ensembles from the outset – this must be done skilfully. 

Overcoming challenges of time-constraints 
One of the challenges I face within my workplace is that of insufficient tuition time for the amount of material that needs to be covered. Time constraints are not unique to my institution; Blustein et al (2021, p, 140) highlight that within musical theatre training “condensed instructional time  for music has generally required the paring down of content and skills to the bare  necessities required for a working performer” owing to the demands of acting, dance and general theatre training. Given that I know that increased allocation of tuition time is not feasible, guiding students for independent work outside of the rehearsal is vital. I believe that my findings from Module 4 could be implemented here. In Module 4 I discussed that it is important for singers to develop an extensive listening vocabulary in order to discover and understand the nuances of vocal interpretation for a given style, which can be developed through detail-oriented and concept-oriented listening to cast recordings, as well through independent research. In the context of my curriculum, using the database of ensemble numbers that I create in Part 1 of the artefact, I will develop listening lists for students for each style that we cover. 

CRITICAL REVIEW  
Review introduction and Kolb’s reflective model 
This critical review will make use of Kolb’s reflective model given its ability to connect theory to practice through the use of experiential learning (Abdulwahed and Nagy, 2009; Bergsteiner and Avery, 2014; Mocinic and Tatkovic, 2021). Using Kolb’s model will facilitate a systematic approach to the critical review, helping to sign-post towards what I will be doing in Part 2 for my artefact creation and design, while demonstrating how reflection and preparation is feeding this projects overall design. 

Kolb’s model (1984) consists of four stages: 
1. Concrete experience 
2. Reflective observation 
3. Abstract conceptualisation 
4. Active experimentation 

Engaging with all four stages of this reflective model aims to lead to a transformation of experience (Kolb, 1984; Kolb and Fry, 1985). As depicted in the schematic representation of the model in Figure 13, knowledge is grasped, or prehended, through concrete experience and abstract conceptualisation, while knowledge is transformed or constructed through reflective observation and active experimentation. 
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Figure 13 The schematic representation of Kolb’s Experiential Learning Model (Abdulwahed and Nagy, 2009, p. 284)

I created the table below to consider what will happen within each stage. In the section that follows, I will conduct my critical review using each stage of Kolb’s reflective model by drawing on the questions and descriptions in this table I collated. 

	Stage 
	Questions / Description Of Stage 
	Within This Project 

	
Concrete experience (CE)



	
· Describe practical experiences 
· Initial observation

What happened? What did I do? What did others involved in the situation do?

	
What is happening in my practice at the moment?

	
Reflective observation (RO)
	
· Reflect on experience
· Identify inconsistencies: 
Theory vs practice 
	
What have I learned? 
Does my CE align with what best practice recommends? 


	
Abstract conceptualisation (AC)

	
· Identify new areas of learning 
· Provide theoretical justification for chosen methodologies 

What could you have done better or differently? How would you deal with similar situations in the future?
What challenges do I need to overcome? 

	
Hypothesise about what I will do moving forward. 

Where are there gaps in my knowledge that I could fill to help move my practice forward? 


	
Active experimentation (AE)

	
· Criteria for source selection 
· Key search terms 
· List & identify relevance 
· Rationale for source selection

How might you implement these new ideas into practice? How will you apply your newly acquired knowledge into practice? 

	
How will I find sources that will help me fill the knowledge gap? 


How will this information manifest within my artefact creation? 








Concrete experience  
I first started teaching ensemble singing at Laine Theatre Arts in September 2023 under the umbrella of ‘Harmony’. Up to this point, ensemble singing had been concentrated into just one of the students three years of training. I advocated for increased provision within the timetable, resulting in a 2-year programme across the first two years of training. This was to be delivered across all three terms, with one weekly lesson that lasted 85-90 minutes. I was given the freedom to develop the content of this programme, with some guidance from my head of department. It was in developing this programme that I learned that there was no textbook, resource or pedagogical model that related to ensemble singing for musical theatre. I set about designing my own programme that was informed by my background in music education, musical direction and choral experience. I arrived at a weekly class structure that split the 85 minute class time into 35 minutes for isolated skills work and 50 minutes for ensemble repertoire work, as demonstrated below. 
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I also brainstormed by style/ period / category to get a sense of the repertoire that needed to be included in order to be as representative of the musical theatre canon as possible.

[image: ]

This brainstorming helped to arrive at the following termly breakdown: 
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The resulting scheme of work, alongside the chosen repertoire, was delivered throughout the 2023/2024 academic year. This scheme of work is the starting point for the artefact that will be developed within this project. 
Reflective observation  
Reflection on experience 
Overall, I am encouraged by the implementation of my planning and the way students have responded, both in terms of my perception of their progress on a week by week basis, and in their feedback in a questionnaire at the end of the academic year. Their feedback helped to demonstrate that the aims and objectives of my planning are being achieved, and the approach that I am taking in my delivery is yielding positive results. Not only this, colleagues working with the students at Laine Theatre Arts on other projects have indicated that the overall standard of ensemble singing has already improved. Notable areas of growth gleaned from my own observation of students’ abilities include: 

· Improved confidence in holding learned harmony lines 
· Increased speed with harmony pickup 
· Strengthened music theory skills, including the ability to interpret a score
· Improved sight-reading skills and understanding of overall shape
· Increased ability to adapt the voice to different sound worlds and knowing how to change voice quality – e.g. moving between Pop/ Rock, choral, jazz, MT and legit 
· Using the above to create different feelings and atmospheres 

Connection to best practice 
My approach exposed students to musical concepts as they met them within the ensemble material being covered, and within warm-up exercises. This is aligned with the emphasis that Blustein et al. (2021, p. 152) place on the development of “musical concepts through literature at all stages of learning”. Additionally, students’ ability to adapt the voice to different sound worlds is the result of the inclusion of vocal pedagogy and voice science within my classes, which Jordan and Walker (2022, p. 59) assert allows for “a more dynamic approach to ensemble work”. 



What have I learned? 
One of the biggest learning points for me was the huge variety in levels of the students’ prior experience when they begin their training at Laine Theatre Arts. Some students have never had any experience with ensemble singers, while others have sang in choirs and musical theatre ensembles all their lives. This creates a challenge in ensuring that every student is appropriately stretched, challenged, and supported during their training. 

Abstract conceptualisation 
I have recognised that my training and musical experiences led to an expectation that musical theatre ensemble rehearsal practices would place more emphasis on musical literacy, that is reading sheet music and stronger sight-reading skills. It has become clear from my experience, however, that to develop the level of skill required to sight-read successfully and accurately within musical theatre is beyond the scope of the time provision within most musical theatre training. Therefore, moving forward I will place an increased emphasis on developing strong aural memory skills, while also providing students with sufficient literacy skills to support pick-up speed within the rehearsal room, drawing on Rifkin and Stoecker’s taxonomy for music learning (2011). 

There are also aspects of my practice that area tacit that I want to make explicit, and in doing so to align and compare this with best practice. The various phases involved in the artefacts creation will help me articulate aspects of my praxis that can come across as nebulous when I try to express them to others. I want to be able to share explicitly, and with clarity, all the elements that are covered within my lessons that I often take for granted. The following research questions will help me to hypothesise about what I will do within the artefact design and project report, while also staying connected to me expected learning outcomes. 

	ELO 
	Research question (connected to ELO) 
	Hypothesise what I will do (connected to methodology)

	ELO1
	How will I improve my knowledge of the areas contributing to excellence in ensemble singing within musical theatre?
	· Literature review by theme within the project report using “Know That” phases of Nelson’s Model 
· Document analysis of the sheet music for MT ensemble repertoire and cast recordings 

	ELO2
	How will I apply this knowledge to refine my ensemble singing curriculum at LTA? 
	· Reflect on my existing curriculum and refine it in dialogue with the research 
· Collate the various parts of the artefact and outlined within the portfolio 

	ELO3
	How will I articulate my praxis?

	· Brainstorming of my ideas 
· Record voice notes immediately after my sessions documenting what has happened within my lessons as a form of auto-ethnomethodology.  




Active experimentation 
As previously discussed within this portfolio, my systematic searches for relevant literature for ensemble singing in musical theatre yielded few results. Thus, my literature search terms moving forward will draw on the thematic areas contained within my Vision for Achieving Excellence in Ensemble Singing that was presented in Figure 2, namely: 

· Exposure to varied repertoire 
· Rehearsal practices and methodologies 
· Vocal pedagogy and voice science 
· Musicianship and music theory 
Search terms will be generated based on these themes, and in dialogue with my reflection on my own practice and education within the fields of music education, vocal pedagogy and choral education. Examples of search terms include: ‘repertoire selection’, ‘the choral rehearsal’, ‘sound before symbol’, and ‘choral pedagogy’. The knowledge gained from the resulting literature will be entered into dialogue with the literature specific to musical theatre that has been discussed within this portfolio. 

The information and insight gained from the selected sources will feed directly into the artefacts creation. This will be managed and reflected on by using Nelson’s onto-epistemological model “Know That, Know How, Know What” (Nelson, 2022) within the project report. The overall effectiveness of this active experimentation will be evaluated within the critical reflection with the project report. 




















Part Two: Project Report
Word count: 4917

TITLE: Towards A Systematic Approach to Ensemble Singing for Musical Theatre Performers in Collegiate/ Vocational Training: Articulating and Advancing my praxis at Laine Theatre Arts
						
INTRODUCTION  
Within the portfolio, I discussed the lack of an explicit or codified approach to ensemble singing for musical theatre. While my long-term goal is to fill this gap and develop a systematic approach to ensemble singing for musical theatre performers in collegiate and vocational training, in my planning for this project I recognised that this was not entirely achievable within the scale of this project. However, I knew that I could move myself towards this goal. Thus, the focus of the project turned to my praxis at Laine Theatre Arts, where I teach ensemble singing under the course title of ‘Harmony and Musicianship’. Having only started teaching this course a year ago, I was cognisant that my approach needed to be refined. This project represented an opportunity to do that. 

The artefact created within this project was the result of an iterative process involving the use of a mixed methods approach that culminates with the presentation of the artefact in Appendix 1. These methods used were discussed within the portfolio and include: 
· Literature review (Dixon-Woods et al., 2006; Onwuegbuzie, 2018;  Green, Johnson, and Alan 2001; Winter, 2023), 
· Document analysis (Bowen, 2009; Corbin & Strauss, 2008; Merriam & Tisdell, 2016; Morgan 2022)
·  Auto-ethnomethodology (Garfinkel, 1967; Skains, 2024) and
·  Dialogic engagement (Nelson, 2022).

The artefact centres around the presentation of my curriculum for ‘Harmony and Musicianship’ at Laine Theatre Arts in Part 2 and the overall structure of the artefact is outlined below. 

Artefact contents 
Part 1: The presentation of various preparatory tools 

1. Ensemble repertoire catalogue 
2. A list of compositional and harmonic devices typically found in musical theatre ensemble repertoire 
3. A list of the music theory and musicianship skills necessary for musical theatre performers 
4. A repertoire selection checklist 
5. Ideas for structuring the choral rehearsal 
6. Vocal pedagogy and voice science concepts for the ensemble singing rehearsal 

Part 2: The application of the tools to the curriculum for ensemble singing at Laine Theatre Arts 
1. Curriculum for the Year 1 and Year 2 ensemble singing programme that I have developed for LTA that has been refined throughout this iterative process
2. A template for the preparation of each piece of repertoire that will be used within the programme 
3. The application of the template to a selection of repertoire 
4. Compilation of resources used (warm-ups and musicianship visuals)
5. Listening lists for students for each style covered


PROJECT REVIEW 
The project review that follows that will discuss the process of arriving at that finished artefact using Nelson’s onto-epistemological model “Know That, Know How, Know What” (Nelson, 2022), which was outlined in detail within the project portfolio. 

“Know-That” (Literature Review) 
Exposure to varied repertoire 
A major obstacle in the selection of appropriate repertoire is the general “lack of an accessible and centralised database (Beheshti, 2010, p. 369). This lack is particularly evident in the context of ensemble repertoire for musical theatre, making it challenging to select and source the varied repertoire targeted within my vision. Thus, an essential part of the artefact will be starting my own database of ensemble numbers that is representative of a wide range of styles from the musical theatre canon. 

When selecting repertoire, Pope (2021) shares that selecting the right repertoire for an ensemble involves a deep pedagogical understanding of the music and an in-depth knowledge of your students’ currents abilities. Additionally, Reynolds (2000, p. 31) asserts that repertoire is the curriculum, with deliberate repertoire selection allowing for musical concepts to be “stumbled upon” and subsequently be made explicit, in what Richmond (1990, p. 24) describes as “planned serendipity”. This reflects what is called for by Blustein et al. (2021, p.152), whereby praxis places “a great emphasis on introducing musical concepts through literature at all stages of learning”. As such, by considering repertoire as the curriculum musicianship skills and music theory knowledge can be gained through the repertoire that is studied and performed. The curriculum also extends to choosing repertoire that is representative of all genres of musical theatre which in turn will provide a platform for introducing the various vocal qualities and approaches that are required within ensemble repertoire. 




Musicianship and music theory 
Alongside considering repertoire as curriculum, I also utilise guiding principles in music education: ‘sound before symbol’ and ‘prepare – present - practice’. Both of these principles align with Rifkin and Stoecker’s taxonomy for music learning (2011), which emphasises recognition and imitation as the initial building blocks of music learning. Explored extensively in Module 4, ‘sound before symbol’ is central to the praxial philosophies of Pestalozzi, Glover, Rousseau, Kodaly, Gorden and Orff, amongst others (Bennett; 19884; Paynter, 1982; Leonard & House, 1959, Swawick, 1999; Landis & Carter, 1972; Gordon, 1999). At the heart of each of these pedagogues philosophies is experiential learning, which encourage that students encounter musical phenomenon before being presented with the symbols that represent them. The concept of ‘prepare – present – practice’ is central to the Kodaly concept (Chosky, 1999; Bowyer, 2015). ‘Present’ involves exposing students to various musical elements through singing and movement. Importantly, nothing is made conscious during this phase (Bowyer, 2015). Once the concept, or musical element has been sufficiently prepared, the presentation of the symbol, musical notation and name can occur. It follows that ‘practice’ is used to reinforce the concepts that have been presented. 

Furthermore, when introducing music notation to musical theatre performers, it is imperative to consider the extent to which they need to be able to read sheet music. Ultimately they will perform from memory, and will need to get to this stage quickly. Therefore, it is my opinion that while notation reading skills will serve them in the rehearsal skills, ultimately it is their aural memory skills that will be most valuable in performance.  This is reflected in the writings of Green (2002, p. 38) who asserts that while notation plays a role in music learning for popular musicians, “it is always heavily mixed in with aural practices, and used as a supplement rather than a major learning resource.”

Rehearsal practices and methodologies 
This focus on aural pick-up skills is mirrored in the insight into rehearsal practices in the musical theatre industry from my own professional practice and connection to the industry. The general consensus is that most performers in the musical theatre industry learn by rote through the means of piano recordings of individual parts. This is similar to what Richmond (1990, p. 23) refers to as “an intense “drill””, with individual parts being learned through multiple repetitions. In the UK musical theatre context the term “note-bash” is commonly used to refer to these piano tracks of individual parts. While my curriculum will aim present material in the most musical way possible, I must also prepare students for how rehearsals are likely to be run within the industry.  

Beyond learning the required notes and rhythms, which achieved through the aforementioned note-bash, rehearsal time must also consider the following: 
· The technique necessary to produce the vocal parts 
· Determining the intentions of the piece to connect with the performance 
· Shaping the performance with the appropriate sense of style 

Further guidelines for effective rehearsals have been collated and included within Part 1 of the artefact. 

Vocal pedagogy and voice science 
Jordan and Walker (2022, p. 56) discuss that when approaching group vocal technique, there’s not a “one-size-fits-all” strategy to addressing any of the above challenges. Consequently, teachers and musical directors needs a wide toolkit. In addition, Brunner (1996, p.37-39) shares that among other things, the dynamic rehearsal leader understands how the voice works and can model healthy vocal technique.  When approaching vocal pedagogy and voice science within the ensemble rehearsal, I know that my toolkit draws largely on Estill Voice Training for specific knowledge of the voice and voice qualities, my research and training in Somatic Voicework for knowledge of vocal registers, my research on motor learning for how to best present this information, as well as borrowing ideas from the choral vocal technique work of Horstmann (2009) and Rundus (2017). These tools are all collated in Part 1, section 6 under the heading ‘Vocal Pedagogy and Voice Science Concepts for the Ensemble Singing Rehearsal’.  

In addition to the above, Rundus (2017, p. xii) presents nine choral pillars that capture the essential elements for a unified vocal sounds. They are as follows: 

1. Unifying vowels 
2. Onsets and releases (offsets)
3. Resonance 
4. Intonation and choral blend 
5. Diphthongs 
6. Articulation 
7. Blending vocal registers 
8. Forward focus of the tone 
9. Performing with emotional empathy 

This list brings conscious attention to various elements that are addressed within the ensemble rehearsal. 

“Know-How” (Process of the artefact’s creation and articulating my praxis) 
Exposure to varied
When engaging with literature surrounding repertoire selection, I recognised that this is largely embedded in my practice already. I know that when I was previously deciding what music to cover, without stating it explicitly, I chose based on pedagogical concepts I wanted to prepare, present or practice. 

In the absence of a database of musical theatre ensemble numbers, the repertoire I chose was based on knowledge from musicals I had seen and/or engaged with, while also considering the breadth of the musical theatre canon and the associated styles by brainstorming, as demonstrated in the portfolio. I also considered the various harmonic and compositional devices used within the material I selected and sought to expose students to a wide range of harmonic sound worlds. To make this selection process explicit, within my artefact I created a list of compositional and harmonic devices used in musical theatre ensemble repertoire, and included examples of ensemble numbers from my harmony programme where they can be found. An considerably abridged version is shared in Figure 14 for demonstrative purposes.



	Compositional / Harmonic Device 
	Ensemble repertoire where it can be found

(Songs with  * are covered in  Year 1 and  songs with ** are covered in Year 2 of my harmony programme at LTA) 


	
Homophony and moving mostly in parallel movement (e.g. in  3rds  / 6ths   )

	
Prologue - Natasha, Pierre and the Great Comet of 1812* 


	
Canon and imitation 


	
Olim – The Hunchback of Notre Dame*

Finale – Into the Woods* 


	
Polyphony with layering of different melodies 

	
Right Through You – Jagged Little Pill* 

	
Dissonance 
	
Prologue - Natasha, Pierre and the Great Comet of 1812* 



	
Call and response 


	
The Ballad of Sweeney Todd – Sweeney Todd**


	
Chromaticism / Chromatic harmony 

	
Slap That Bass – Crazy For You** 




Figure 14 Abridged list of compositional and harmonic devices used in musical theatre ensemble repertoire taken from the artefact  

Additionally, in order to expand my ensemble repertoire knowledge and in the absence of a database as discussed, as part of the artefact I started a database of ensemble repertoire, in which categorised under the following headings: mostly unison ensemble with some featured solos, ensemble with some feature solos, and solos with feature ensemble. These were catalogued by the musical title, song title, year, and overall classification such as Golden Age or Contemporary MT. A small section of the database is presented in Figure 15. The numbers included drew on suggestions gained from searches of previous discussions within two private social media groups for professional musical directors (colloquial evidence). Search terms used included “ensemble numbers” and “group numbers”. Other online discussion groups and blogs were also consulted. 
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Figure 15 A small section of the database for musical theatre ensemble numbers taken from the artefact 

The created database led to the creation of listening lists that aligned with the genre focus of each term as follows. The necessity for these listening lists was discussed within the portfolio, given their ability to expose students to a wider range of repertoire than it is possible to cover within the limited timetable allocation. The listening lists are included in Part 2 of the artefact, and the listening list for Term 1 is shared below. 
     









_________________________________________________________________________
*FROM ARTEFACT 
Listening List Term 1 – Contemporary (MT/ Jukebox / Rock) 

Mostly unison ensemble (+ some featured solos)
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Ensemble (+some featured solos)
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Solos with featured ensemble 

[image: A screenshot of a music album

Description automatically generated]

*END OF ARTEFACT SELECTION    
_____________________________________________________________________

Musicianship and music theory 
As previously discussed, the ensemble repertoire covered serves as the vehicle through which musicianship skills are gained and music theory is presented. In order to ensure students meet all the required concepts, I compiled a list of the music theory and musicianship skills necessary for musical theatre performers that is included within Part 1 of the artefact. This list was arrived at by consulting the content included in Francescina (2015) Music Theory Through Musical Theatre and Riley (2020) Music Fundamentals for Musical Theatre, as well as drawing on my own experiences within the musical theatre industry. Before arriving at the formal list presented in the artefact, I brainstormed under the key headings shown in Figure 16. 
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Figure 16 Brainstorming for the list of the music theory and musicianship skills necessary for musical theatre performers

Each concept will be prepared, presented and practiced over the course of the two year programme. As part of the artefact, I created a template for the preparation of each piece of repertoire that will be used within the programme. This will enable me to keep track of the concepts covered. The Musicianship/ Music Theory portion of this template, presented in Figure 17, allows me to make explicit this information, as shown below. 
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Figure 17 The Musicianship/ Music Theory portion of the repertoire preparation template

Alongside repertoire, the vocal warm-up also provides an opportunity to prepare, present and practice various music theory and music skills. Examples of this in my praxis is evident from my voice note journalling that I engaged in post-lesson. Transcriptions of these entries are included in Appendix 5. Concepts met in the vocal warm-up include singing scales and triads, exploring tonality, and using various canons to prepare for the presentation of different time signatures within the repertoire. 

The application of this template to the repertoire in my harmony programme also forms part of the artefact and helps to demonstrate the knowledge that is embodied within my practice. This is demonstrated in Figure 18 and 19 below. 
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Figure 18 The application of Page 1 of the repertoire preparation template to Prologue 

[image: A screenshot of a test

Description automatically generated]
Figure 19 The application of Page 1 of the repertoire preparation template to 38 Planes 
Rehearsal practices and methodologies 
While within a choral music education programme I would be focusing on moving my students to more accurate sight-singing and use solfège for note learning, in the context of musical theatre training and the musical theatre industry, I have come to accept the “note-bash” as standard practice. When learning a new piece of repertoire, students record their individual lines on their personal devices (either a phone or tablet). I record all parts first before proceeding with the main rehearsal of the piece. This allows them to have a full recording of their parts for independent practice after the rehearsal. 

Following the “note-bash” phase, I demonstrate the parts using the target vocal qualities so that students have a clear understanding of what they are aiming for. Students are guided to follow the sheet music for an overall sense of shape and to connect with what they have learned aurally to help with memory work. 

Within the artefact, I collated ideas for structuring the choral rehearsal that align with how I aim to approach my rehearsals/ lessons. This led to the articulation of my weekly sessions as follows: 

	The Opening / Warm-up 
35 minutes 
	· The vocal warm-up 
· Group vocal technique 
· Singing canons and improvising harmonies 

· Developing musicianship through solo melodies from the musicals being explored with the harmony repertoire

· Discussions of independent research 


	
The Main Body / Repertoire 
50 minutes 



	
Tri-weekly pattern:
The song is taught by the MD as if the students are in a professional rehearsal room, while also taking time to explore score analysis and learn how to effective mark their scores in rehearsals.

Week 1: Students are encouraged to record each harmony/vocal line. 
Individual lines are rehearsed with a focus on rhythmic and pitch accuracy and with appropriate vocal quality. 
Students should practice this for week 2. 

Week 2: Students will also be separated into smaller groups to test harmony skills.
The focus this week is on shaping the overall performance: 
· Determining and discussing intentions of the composer
· Appropriate sense of style 
· Working on solid entrances and cut-offs
· Balance and phrasing 
· Musical expression and text work. 

Week 3: Students perform the learned material from memory. Final touches are added to the overall sense of performance. 
· Discussions of independent research that informs characterisation. 
· Reflection on concepts that have been learned. 



Figure 20 Table outlining the structure of my weekly lessons

Vocal pedagogy 
In Part 1 I created a document that articulates various vocal pedagogy concepts that I draw on within my lessons, as was discussed in “Know That”. I compiled this artefact by reflecting on my previous research modules, consulting notes and resources from various courses that I have attended, and by reflecting on my journal entries that are transcribed within Appendix 5. In Part 2 of the artefact  I compiled a selection of resources that I use within the vocal warm-up portion of my ensemble singing lessons, which target various aspects of the vocal mechanism. 

The application of this vocal pedagogy is accounted for within the template for the preparation of each piece of repertoire, serving as a reminder of the concepts I will want to make conscious and explore through that repertoire. As demonstrated in Figure 21, the questions asked involve considering what vocal qualities and details will be required from the repertoire, and determining what language or terminology I will use to communicate those details. An additional section of the template also asks ‘What is needed in the warm-up?’ When filling in this portion of the template, I will be able to consult the two resources discussed above to guide my decision making. This level of planning will help to improve my clarity when presenting vocal pedagogy knowledge within the rehearsal context. 
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Figure 21 The Vocal Pedagogy portion of the repertoire preparation template

The application of this template to a selection of repertoire is demonstrated within Part 2 of the artefact. Some of these are presented in the pages that follow. 
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Figure 22 The application of Page 2 of the repertoire preparation template to Someday 
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Figure 18 The application of Page 2 of the repertoire preparation template to Prayer 
“Know-What” (Critical reflection on the effectiveness of the artefact & contributions) 
Exposure to varied repertoire 
I believe that the repertoire selected for my two year harmony programme was well considered, and strongly aligns with the writing of Reynolds (2000) who expresses that the repertoire is the curriculum. The repertoire I have chosen covers a wide range of genres including contemporary musical theatre, contemporary pop/rock, traditional musical theatre, legit and jazz-based. It also exposes students to the wide range of harmonic/ compositional devices they will meet in their careers in the musical theatre industry. Creating the table in Part 1 of the artefact helped to demonstrate this. It also helped to identify areas and styles that were more represented than others. I have realised that I need to include more jazz-based chromatic harmony within the repertoire I choose.  

Reflecting on the general under-representation of more jazz-based repertoire in my programme, I recognise that this stems from my own bias towards more legit-style material when it comes to Golden Age musical theatre, and that my knowledge of jazz-based repertoire is lacking. A lack of ease of access to this material, as identified by (Beheshti, 2010), is one factor contributing to its lack of inclusion. While starting a has helped in this respect, to be as representative of the musical canon as possible, I would want to engage with other practitioners and experts to gain access to repertoire knowledge that I do not possess. While I have made positive and helpful steps for my practice with the database I have compiled, the creation of full database a musical theatre ensemble numbers would require a community effort. Perhaps this could be achieved by engaging a community of learning, as proposed by (Wenger, McDermott and Snyder, 2002), who would pool their knowledge through mutual cooperation and communication. 

Music theory and musicianship
By considering and compiling what music theory and musicianship skills are necessary for musical theatre performers within Part 1 of the artefact, I am well positioned to decide what concepts to prepare, present and practice with each piece of repertoire covered. The repertoire preparation template in Part 2 will be invaluable for keeping track of this, and for making explicit the decisions that are often tacit. For example, Someday from The Hunchback of Notre Dame is used in Year 1 to prepare and present 6/8 metre, and then 6/8 is practiced again in Year 2 within 38 Planes. The early inclusion of Prologue from Natasha, Pierre and the Great Comet of 1812 prepares for the introduction of ties and syncopation from a theoretical standpoint, but these concepts are only experienced practically within the repertoire at that stage, to be presented formally with later repertoire. This careful planning allows for the “planned serendipity” discussed by Richmond (1990, p. 24). The application of this template to various pieces of repertoire is contained within Part 2 of the artefact. 

Further to the above, engaging with Green (2002) and her work on How Popular Musicians Learn, I am reminded of the importance of developing strong aural skills. While I will aim to develop sight-singing skills by the end of Year 2, the initial focus with repertoire learning will be on listening, using Rifkin and Stoeker’s Taxonomy for Music Learning. The skills of recognising and imitating, facilitated by the use of a “note-bash”, will be relied on heavily in the beginning stages. 

Rehearsal practices and methodologies 
When deciding on how to present music to students and what methodologies to use, I was (and continue to be) torn between what I believe best practice could be, and preparing students for the industry as it currently exists. While I have reframed the use of the “note-bash” as a means to help with developing aural pick up skills, I still struggle with the seemingly unmusical nature of them. Where I aim to overcome this is by using the note-bash as a tool on the way to developing more musical literacy skills. Placing the onus on the students to practice the note-bashed material is Week 1 of the rehearsal period will allow for more time for interpretation and style work in Week 2 and 3. This is something I reflected on within one my journal entries (included in Appendix 5) at the end of a Year 2 session. Within this entry I questioned:

“how important it is for MT performers to read accurately, and what level of musical literacy is necessary for them, and in turn for me to help them develop?”

I arrived at the conclusion that: 

“I think developing musical literacy is a tool for the rehearsal room, but ultimately, everything they perform will be from memory […] None of this is to say that I don’t think they should be instructed in musical notation, or that it doesn’t carry weight / merit. This conversation is about prioritising the skills that are most necessary for MT performers to possess, and making the best use of the limited contact time with them to develop those skills.”

The limitation of time in mentioned, and is a large contributing factor to my current position. More time provision needs to be made available within Laine Theatre Arts for a more comprehensive approach to sight-singing practice to really be able to move away from the use of the note-bash model. This will be reflected on further within the reflective conclusion. 


Vocal pedagogy and voice science
The application of vocal pedagogy and voice science within my harmony programme is acknowledged within the scheme of work for both Year 1 and Year 2. It states that: 

“Vocal qualities for ensemble singing will be explored, building connections with the vocal technique being developed within singing lessons, as well as discussing how these sounds are being used to support the intentions of the music and the composer.”

Additionally, vocal quality is connected back to the style of the repertoire being covered. The overall inclusion of a wide variety of styles lends itself to this exploration. For example: 

“Students will build on Term 1, this time exploring repertoire that is categorised as traditional musical theatre, legit and jazz based. Through this repertoire, students will apply the vocal technique learned in their singing lessons in Term 1 to facilitate the legit and lyrical sound (lowered larynx, thyroid tilt, true vibrato, legato vocal line, smooth onsets etc.)”

Engaging in the artefact design and with a literature review enabled me to better articulate in the scheme of work how I include vocal pedagogy within my teaching. 


REFLECTIVE CONCLUSION 
To guide and bring structure to this reflective conclusion I considered various frameworks before arriving at ‘What?, So What?, Now What?’, a reflective model provided by (Boron, 1970). ‘What?’ is used to describe what happens, ‘So What?’ facilitates critical reflection of what happened, while ‘Now What?’ provides an opportunity to discuss next steps. Some questions that I will consider within each section are collated in Figure 24. 

	Stage 
	Questions 

	What? 
	What did I do? 
What was I trying to achieve? 
What went well during this experience? 
What were the challenges?

	So What? 
	What is the implication of this work for my practice? 

	Now What? 
	What are the next steps for this research? 











Figure 24 Questions that I devised to consider when using Borton’s (1970) reflective model

What?  
Within this project, I set out to articulate and refine my approach to ensemble singing at Laine Theatre Arts as a means to move towards a systematic and integrative approach to ensemble singing for musical theatre performers. On the whole, I believe that I have been successful in achieving my project aims and objectives and my expected learning outcomes. The decision to create the matrices connecting the PAOs and ELOs to the themes that were used throughout the project review helped me to manage the scale of this project, which at times felt insurmountable. Reflecting on each ELO, I can say with confidence that I have improved my knowledge across all four themes in Figure 9 (EO1), and I applied the theorical approaches studied to refine my ensemble singing curriculum for Laine Theatre Arts, as is evidenced within the artefact (ELO2). ELO3 is harder to measure the success of, given the lofty task of “articulating explicitly all aspects of my praxis”. On reflection this was an unrealised expectation. I do feel that I made some progress in this area across the project. 

The creation of the template for the preparation of each piece that was produced within the artefact is an effective culmination of the four themes that ran through the project, and in applying this within my practice will keep cognisant the areas that contribute to excellence in ensemble singing. 

Challenges faced were a direct result of the project being tied to my place of work. There are certain variables that are out of my hands, most notably time allocation. Certain decisions that I made are unique to the timetabling at Laine Theatre Arts at present. 

So What? 

I believe that this project will have a positive effect on my delivery of my ensemble singing curriculum at Laine Theatre Arts. However, having engaged with this project I will now be advocating more strongly for increased time allocation to the area of musicianship and ensemble singing. The recommendations I will be making to management at Laine Theatre Arts are as follows: 
· Given the breath of styles and repertoire that ought to be covered within a comprehensive programme, as well as the skills that need to be developed I am recommending additional time allocation for:
· A music theory and sight-singing class in Year 1. This would apply the principles discussed throughout this project and use musical theatre repertoire to develop that knowledge and skills. 
· An additional ensemble singing class in Year 2. This would allow for more time to “practice” the concepts that are “presented”. 


Now What? 

The process of compiling the artefact and discussing its inception and development and implementation within the portfolio and the project report will bring more clarity and cohesion to my teaching of ensemble singing at Laine Theatre Arts and beyond. I know that I will be better equipped to advocate for my approach knowing that it is rooted in solid research.

To elevate this work, moving forward I would like to engage with practitioners and performers working within the professional musical theatre industry in the UK (Touring and West End) to gain additional insight into the reality of the industry that I am preparing students for. Research questions I would be eager to address in light of the current project include: 
· What approaches are taken to teaching ensemble repertoire within the professional musical theatre industry in the UK? 
· Do professional musical theatre performers think/believe that their musical theatre training prepared them for the music requirements of the musical theatre industry? 
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APPENDIX 1: THE ARTEFACT 


ARTEFACT CONTENTS

Part 1: The presentation of various preparatory tools 

7. Ensemble repertoire catalogue 

8. A list of compositional and harmonic devices typically found in musical theatre ensemble repertoire 

9. A list of the music theory and musicianship skills necessary for musical theatre performers 

10. A repertoire selection checklist 

11. Ideas for structuring the choral rehearsal 

12. Vocal pedagogy and voice science concepts for the ensemble singing rehearsal 




Part 2: The application of the tools to the curriculum for ensemble singing at Laine Theatre Arts 

6. Schemes of Work for the Year 1 and Year 2 ensemble singing programme that I have developed for LTA that has been refined throughout this iterative process

7. A template for the preparation of each piece of repertoire that will be used within the programme 

8. The application of the template to a selection of repertoire 

9. Compilation of resources used (Warm-ups and musicianship visuals)

10. Listening lists for students for each style covered 





















PART 1
























1. ENSEMBLE REPERTOIRE CATALOGUE 

Mostly unison ensemble (+ some featured solos)

[image: A screenshot of a music album
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Ensemble (+some featured solos)
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Solos with featured ensemble 
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2. COMPOSITIONAL & HARMONIC DEVICES IN MUSICAL THEATRE ENSEMBLE REPERTOIRE 


	Compositional / Harmonic Device 
	Ensemble numbers where it can be found.
(Numbers with an * (Yr 1) ** (Yr 2) are included within my 2 Year harmony programme) 

	
Unison singing (with octaves) 


	
Letters – Natasha, Pierre and the Great Comet of 1812* 

Olim – The Hunchback of Notre Dame*

Finale – Into the Woods* 

38 Planes – Come From Away**

28 Hours - Come From Away**

Lead Us Out of the Darkness - Come From Away**

Façade – Jekyll & Hyde**

Slap That Bass – Crazy For You** 

The Ballad of Sweeney Todd – Sweeney Todd**



	
Homophony and moving mostly in parallel movement (e.g. in  3rds  / 6ths   )



	
Prologue - Natasha, Pierre and the Great Comet of 1812* 

Little Shop of Horrors – Little Shop of Horrors*

38 Planes – Come From Away**

38 Planes Reprise/Somewhere - Come From Away**

Façade – Jekyll & Hyde**


	
Homophony (choral) 


	
Finale Ultimo (Someday) – The Hunchback of Notre Dame*

Somewhere (SATB)  – West Side Story*

Who Will Buy (Part 3) – Oliver* 
Gold (acapella) – Once**

Brigadoon – Brigadoon**

Get Me to the Church On Time – My Fair Lady** 

You’ll Never Walk Alone (Graduation Scene) – Carousel** 

The Ballad of Sweeney Todd – Sweeney Todd**

 

	
Canon and imitation 


	
Olim – The Hunchback of Notre Dame*

Who Will Buy (Part 3) – Oliver* 

Finale – Into the Woods* 


	
Polyphony with layering of different melodies 


	
Right Through You – Jagged Little Pill* 

Do Re Mi – The Sound of Music*

Who Will Buy (Part 3) – Oliver* 

Prayer - Come From Away**

Slap That Bass – Crazy For You** 

The Ballad of Sweeney Todd – Sweeney Todd**



	
Harmonies on vowels (i.e. no text) 

	
Finale Ultimo (Someday) – The Hunchback of Notre Dame*


	
Backing vocals to a main melody / soloist 
 
	
One Fine Day – Beautiful: The Carole King Musical
 

	
Use of countermelody 
	
Finale Ultimo (Someday) – The Hunchback of Notre Dame*


	
Ensemble with lots of featured soloists 

	
Façade – Jekyll & Hyde**

Slap That Bass – Crazy For You** 

The Ballad of Sweeney Todd – Sweeney Todd**



	
Dissonance 


	
Prologue - Natasha, Pierre and the Great Comet of 1812* 

Right Through You – Jagged Little Pill*

38 Planes – Come From Away**

The Ballad of Sweeney Todd – Sweeney Todd**



	
Call and response 


	
Prologue - Natasha, Pierre and the Great Comet of 1812* 

The Ballad of Sweeney Todd – Sweeney Todd**

We Both Reached For the Gun – Chicago 



	
Chromaticism / Chromatic harmony 


	
Top Hat – Top Hat* 

Slap That Bass – Crazy For You** 
















3. A LIST OF THE MUSIC THEORY AND MUSICIANSHIP SKILLS NECESSARY FOR MUSICAL THEATRE PERFORMERS



Brainstorming 

Each of these concepts will be met, and practiced, practically i.e. by experiencing them as performed material. 

These brainstormed concepts are represented in table format on the following page. 
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	Concept / Area
	Specifics 

	Rhythmic values (basics)


	
[image: A table with music symbols
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· Counting (whole beats and subdivision)
Example 1 
[image: A close-up of a music note
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Example 2 
[image: A close up of a sheet music
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	Extended rhythm 


	
· Triplets & duplets

· Upbeats / anacrusis 

· Ties 

· Dotted rhythm

[image: A table with notes and symbols
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· Syncopation 


	Metre 


	
· Simple time: 

[image: A group of notes with black text
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· Compound time: 

[image: A group of notes with black text
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· Irregular time signatures:

[image: A black number on a white background
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	Pitch (basics)


	
· The staff: treble clef and bass clef 
· Pitches on the staff

[image: A close-up of a music note
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· Ledger lines 

[image: A close-up of a chart
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· Accidentals
[image: A chart of music notes
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	Extended pitch 


	
· Scales: major, minor, pentatonic, blues (sung) 

· Scale degrees 

[image: A diagram of a major scale
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             Pentatonic starting on scale degree 1:
[image: A close-up of a music note
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            Pentatonic starting on scale degree 6 to blues scale:
[image: A sheet music with blue and purple text
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· Intervals 

[image: A close-up of a music note
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· Solfège 
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· Key signatures & the circle of fifths 

[image: A circle of music notes
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	Harmonic concepts 


	
· Triads 
[image: A sheet of music with notes
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· Chord progressions

· 7 chords 




	Musical directions 


	
· Tempo

· Dynamics & articulation 
[image: A table of music notes
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· Repeats and other “road map” markings 

[image: A close-up of symbols

Description automatically generated]





 






4. REPERTOIRE SELECTION CHECKLIST 

(Based on David L. Brunner’s article Choral Repertoire: A Director’s Checklist) 

Repertoire selection aims to develop:
· Healthy vocal technique 
· Basic skills of listening and sight-reading 
· Music theory 
· History and appreciation
· Musical sensitivity and expression 
· Aesthetic response 

Selection of repertoire should: 
· Be carefully chosen 
· Enhance the musical experience of singers 
· Serve as an investment in further artistic and creative development 

Factors to consider: 
· Size of the ensemble or class 
· Distribution of voices 
· Amount of rehearsal time available 


QUESTIONS TO ASK:
Know Your Singers 
· What is the balance of voice parts within the group?
· What is the age and experience level of the singers? 
· What kind of repertoire have they sung in the past? 
· What is the level of their musical understanding and maturity? 
· What are their skill levels? 
· How well do they read? 
· What are comfortable ranges for each of the voice parts in the group? 
· Are there singers in the process of or approaching a voice change? 


Know Your Objectives 
· What musical concepts can be introduced, reinforced, or reviewed by singing this piece? 
· What vocal concepts can be introduced, reinforced, or reviewed by singing this piece? 
· What skills will they acquire or sharpen because of their exposure to this piece? 
· Does this piece encourage artistic expression, musical sensitivity, and aesthetic appreciation? 
· Will this piece be an integral part of a comprehensive program that provides a variety of musical experiences and includes repertoire from many styles, periods, textures, and languages?
· Does this piece enhance and complement the rest of the choral curriculum? 
· Are the technical demands of this piece within singers' grasp at this point in their vocal and musical development? 
· Does this piece provide sufficient challenge to encourage musical growth yet not frustrate the singers? 
· Does this piece motivate the singers to be better than they are? Does it make a difference in their lives and yours? Will it matter that they've sung it? 

Text 
· What does the text convey? Does it uplift? Provoke? Stimulate? Amuse? Touch? Is it appropriate for the singers and your teaching situation? 
· Is it in any way trite, condescending, or cliched? 
· Is it rich with imagery, or is it mundane? 
· Is it appropriate for the age level? Are the singers able to grasp and identify with its language, content, and intent? Is it meaningful and relevant to them at this level of their emotional development? 
· Is it well constructed? 
· Is it appropriate for today or dated? 

Musical elements and harmony 
· How logical is the voice leading? 
· How singable is the melody? 
· Are entrances prepared? How do inner voices find their pitches? 
· When isolating parts other than the melody, is each part vocally inspired and interesting by itself?. (Sing each line individually when evaluating.) 
· When one voice is subservient, does it have individual integrity or is it merely filler? 
· What harmonic / compositional techniques are being used? 

Accompaniment 
· Is it well-written and idiomatic? 
· Does it help to support the voices without intruding or detracting? 
· Is it interesting--something you haven't heard before--or is it merely more arpeggiated chords and rhythmic ostinatos? 
· Is it an appropriate level of difficulty for your accompanist? 








5. IDEAS FOR STRUCTURING/ CRAFTING THE CHORAL REHEARSAL 

(Based on David L. Brunner’s article Carefully crafting the choral rehearsal)

Aspects of the rehearsal 
· Practicing the craft and mechanics of music making 
· Learning notes and rhythms 
· Learning the technique necessary to reproduce the notes and rhythm on demand 
· Training the ear 
· Determining the intentions of the composer 
· Seeking to shape the performance with an appropriate sense of style 
· Communicate the expressive intent of the music 

Things to listen for during the rehearsal:
· Incorrect rhythm and pitch 
· Uncertain entrances and cutoffs 
· Misaligned vowels and poor diction
· Discrepancies of intonation
· Phrasing 
· Balance 
· Musical expression and effect 

(and do the above in the most productive manner) 


Characteristics of successful rehearsals:

1. They are well planned:
· Thoughtful and creative planning
· What are the goals and expectations for the rehearsal?
· What do you want to accomplish? 

2. They are organised:
· Builds momentum as the singers’ concentration focuses and their voices warm:

· Begin with warm-up exercises that address:
· Body posture
· Breath management 
· Vocalisation 
· Acquisition or refinement of skill 
· Prepare for elements within the repertoire to follow

· Sing something well-known that may need review or polish before moving on to more difficult or challenging sections, or introduce a new piece. 

· Conclude with something the group can sing confidently to end on a positive note, leaving singers with a feeling of accomplishment 


3. They involve active engagement & doing:
· Involve the singers directly in the active experience of music reading, listening, singing, and critical evaluation.

· Modelling is valuable, but have your students sing more than you do. 

· Explanation is important, but talk less about the music and sing more of it.

·  Guide students to discover and make musical connections on their own.


4. They teach musical skills 	
· Musical skills are acquired, leading students to musical literacy and autonomy.

· Successful rehearsals teach theory, music history, vocal technique, aesthetics, and appreciation and enhance sight-singing, analysis, and aural skills in an integrated fashion from the musical score itself. 

· Broad concepts should be experienced by the singers before they are verbally articulated by the teacher. For example: It is more meaningful for young singers to experience a fermata, an accelerando, or a crescendo in their bodies and voices before it is diagrammed on a chalkboard or before they are required to memorize abstract terminology.

5. They are positive 
· An atmosphere of encouragement, cooperation, and positive reinforcement is crucial for the development of the individual singer's healthy self-esteem and corporate pride in the ensemble.

· Help your singers feel competent. Encourage them by finding small things to praise. Compliment them on where they are, and then challenge them to further excellence. When correcting your singers, do so in a respectful and positive fashion.

6. They are challenging 
· Always expect the best of your singers--and yourself---by setting high standards and striving to attain them. Self-esteem is enhanced by the mastery of skills, understanding, and accomplishments. Stretch students' imaginations, understanding, abilities, and appreciation by providing a challenge sufficient enough so that they are neither bored nor frustrated.




7. They are unpredictable 
· Students should feel comfortable within a structure of familiarity, while stimulated by fresh ideas and variety.



Addressing rehearsal problems: 

· Deal with one problem at a time. Address the most crucial problem, whose solution may subsequently solve other musical problems. Speaking text, for example, may improve both diction and rhythm, but not affect pitch accuracy.

· Isolate problems and fix them when they happen. Then have the choir repeat the phrase or section correctly.

· When the rehearsal is stopped or a section repeated, tell the singers why. Make certain the purpose of the rehearsal is always clear to the singers. Involve them in the process of knowing and doing.

· Be clear and concise when giving instructions. Have convenient and logical starting places (the beginning of a new section, rehearsal letter, etc.). Give voice part, page number, system, measure, and beat. (You might say, for example, "Altos, page three, first system, second measure, fourth beat.")

· Avoid telling too many things to too many people at one time.

· Speak dearly and in language appropriate to the students' age level.

· While working on one voice part alone, give the other singers something to do, such as humming their parts, counting or speaking aloud or to themselves, conducting, or listening critically. Ask them questions that require keen ears and active thought. Involve them in the total music-making process. Help them become aware of the total fabric of the music and how their parts function in relation to the whole.














6. VOCAL PEDAGOGY AND VOICE SCIENCE CONCEPTS FOR THE ENSEMBLE SINGING REHEARSAL 


Ideas from Katherine Verdolini and “Principles of skill acquisition applied to voice training”

1. Implicit memory is memory without awareness

· Explicit knowledge about learning contents may actually interfere with the development of implicit memory, in some cases (see for example, Verdolini-Marston, 1991)

	
IMPLICATION FOR MY ENSEMBLE SINGING CONTEXT: 

· Detailed explicit information about how the voice functions, for the most part, should be reserved for one-to-on singing lessons.
· I will use language that reinforces the technical work done in singing lessons while being mindful to avoid over explaining. 







2. Implicit memory appears fundamentally governed by perceptual processes

· The implication of this is that one of our main tasks as trainers is to promote our students' processing of perceptual—or sensory—information during training. 

	
IMPLICATION FOR MY ENSEMBLE SINGING CONTEXT: 

· Attention to perceptual information, in numerous repetitions, with varied tasks.
· I should let them feel a deep breath. 
· I should let them hear the sound of a focused voice i.e. by demonstrating the target tonal outcome or allowing them listen to recordings that demonstrate the desired sound. 





3. Implicit memory depends on repetition 

	
IMPLICATION FOR MY ENSEMBLE SINGING CONTEXT: 

· Practice is key! 
· Numerous repetitions occur, with consistent performance required across different tasks.




4. Skill acquisition requires information about performance (knowledge of results)

· Students need information about how they are doing relative to what you want them to do.

	
IMPLICATION FOR MY ENSEMBLE SINGING CONTEXT: 

· I need to feedback to students, while also allowing sufficient time for new concepts to be practiced and internalised/ metabolised.  
· "Give your student space!"
· Withholding information about performance for several trials may enhance the student's own processing of information and later performance, or learning.







5. To be able to perform acquired skills along with other tasks, consistent responding is required during training

· We cannot summon a physiological operation in voice on stage, adding other task requirements, if we do not consistently use that mode in all or most situations when it is appropriate.

	

IMPLICATION FOR MY ENSEMBLE SINGING CONTEXT: 

· I need to provide opportunities for students to move and physicalise while  they are singing to prepare them for combining their harmony work with dancing and acting in the context of musical theatre performance. 






6. Generalization to untrained variants of tasks is enhanced by variable practice

· The use of varied training materials will probably enhance the student's ability to generalize a target voicing mode from trained to untrained materials.

	
IMPLICATION FOR MY ENSEMBLE SINGING CONTEXT: 

· Exposure to varied repertoire will improve students ability to applying the concepts learned to new material. 





Key terms for describing the target tonal outcome

*collated for Module 4 assignment 

	
Tonal goals 
	
Tonal goal refers to the objective sound when singing in a particular style or within a given section of a song. 

Many tonal goal considerations come to mind when discussing the different styles within musical theatre. Tonal goals for musical  theatre are clear, thanks to decades of cast recordings that have archived the aesthetics of various creative teams (Edwards & Hoch, 2018). 

The aesthetic context of the target repertoire determines the technical skills required within a given musical genre. (Benson, 2018)


	
Legit 
	
The term ‘‘legit’’ is the musical theatre’s industry’s shorthand for the word ‘‘legitimate’’ and generally signifies a round resonant tone with consistent vibrato throughout the phrase.

Although musical theatre repertoire of this type may use a lower tessitura and more restricted range than that found in the operatic repertoire, the Legit vocal quality has a distinctly classical timbre.


	
Traditional Musical Theatre 
	
Although Traditional musical theatre repertoire still uses some legit production for romantic characters, the emphasis on the lyrics rather than the melody results in a more speech-like quality when compared with classical production.
Belting, the chest-dominant production associated with CCM singing, first appears in this genre.


	
Contemporary Musical Theatre 
	
Contemporary repertoire may require a higher belt than Traditional belt roles, using ‘‘mix’’ (neither pure chest nor head-dominant) production, and straight tone (no vibrato) or ‘‘speak-singing’’ of the text.

Contemporary musical theatre may also draw upon the vocal ornamentations and embellishments found in rock and pop music.


	
CCM (Contemporary Commercial Music) 

	
The term contemporary commercial music (CCM) was coined and introduced in 2003 by Jeanette LoVetri in place of the “non-classical” designation that had been given to anything other than classical singing. LoVetri (2008, p. 260) provides the following description of CCM:

“Contemporary commercial music (CCM) is the new term for what we used to call non-classical music. This is a generic term created to cover everything including music theater, pop, rock, gospel, R&B, soul, hip hop, rap, country, folk, experimental music, and all other styles that are not considered classical.”


	
Belt 
	
Belt is a bright, energised sound common to musical theatre productions since the 1920’s. Traditionally belt was a term
ascribed to female singers, however all genders sing in belt style (Edwin, 1998).

Belt is also found in other contemporary singing genres (pop, rock, country, etc) and has specific characteristics which include a dominant chest register production, strong vocal fold closure, and a high sub-glottal pressure (Bourne & Kenny 2016) when compared with classical singing.


	
Mix 
	
Mix is a perceived registrational blend of chest register and head register which has a strong speech quality and is used throughout musical theatre (Bourne & Kenny, 2016; LoVetri et al.,
2014). 


	
Chest dominant vocal production 
	
Chest dominant vocal production means the singer is predominantly singing in chest voice or M1. 


	
Head dominant vocal production
	
Head dominant vocal production means the singer is predominantly singing in head voice or M2.


	
Riffing
	
The CCM equivalent to an operatic cadenza is “riffing.” In contrast to classical music, CCM riffs are often built from modal scales, blues scale, major and minor pentatonic scales and the minor hexatonic scale, which was found to be used most frequently in pop music after the natural minor and major scales (Benson, 2018).


	
Growl
	
Growling in singing is a vocal technique that involves producing low, guttural, and rough sounds by adding a raspy quality to the voice. It is commonly used in various musical genres such as rock, metal and blues. It can be perceived as gritty, raspy or harsh. 



	
Vocal fry 
	
Vocal fry can also be referred to a slack folds or creak and is the lowest vocal register, characterised by a pulsing of the vocal folds.


	
Vocal idioms
	
The term vocal idioms was proposed by Von Germeten and Karlsen (2023)  to denote the specific vocal elements that are characteristic within a given style, but that are not usually notated within the written score.


	
Yodels/ Breaks 
	
Classical music calls for coordination between the registers so a change from one register to the other is inaudible. CCM singers may preserve the ability to deliberately not coordinate the registers, for yodel or break effects, which may be desirable in certain musical styles or colours of emotional expression.


















Elements of voice production to consider when determining the target sound
* adapted from von Germeten (2023, p. 73) 

	Primary vocal mode or register (M1/ chest voice, M2 / head voice)
Switching between vocal mode or register
Vocal breaks 
Sound colour 
Larynx height / position 
Amount of twang 
Volumes 
Onset treatment: Smooth, glottal, aspirate or creak 
Additional vocal effects: Growl, creak, cry, moans, screams 
Ornamentation 
Use of vibrato 
Melodic ad-libs / riffing 
Vowel treatment  
Sliding into and off notes 
Consonant treatment 
Use of belt and mix 






















The main characteristics of singing in Pop/Rock styles 

· Chest dominant vocal production for female identifying voices
· Use of falsetto for male identifying voices  
· Yodel or voice break effects 
· Rough vocal effects including growls
· Ornamentations and ad libs – riffing 
· Vocal fry 
· Creaky onsets 
· Soft and airy/breathy singing
· Belting 
· Speech-like singing 
· Rhythmic singing 



Principles from the Estill Voice Model  

13 Figures of Voice Control (Compulsory Figures) 

1. True Vocal Fold: Onset/ Offset control 
2. False Vocal Fold control 
3. True Vocal Fold: Body Cover control
4. Thyroid Cartilage control 
5. Cricoid Cartilage control 
6. Aryepiglottic Sphincter control 
7. Larynx control 
8. Tongue control 
9. Velum control 
10. Jaw control 
11. Lip control 
12. Head & Neck control 
13. Torso control 

The graphic below summarises the conditions within each of the 13 Figures taught in Estill Voice Training. 
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The above conditions can be combined in various ways to produce different vocal qualities. Estill Voice Training teaches figure combinations for 6 Voice Qualities. 


6 Voice Qualities (Distinct and arbitrary Figure combinations)

1. Speech 
2. Falsetto 
3. Sob 
4. Twang
5. Opera 
6. Belt 

Each Voice Quality has:
· The Recipe which is the combination of structural choices required based on the 13 Figures taught. 
· The Mixing Instructions which are the directions by which those choices can be generated. 
· The Figure which are the specific exercises to generate the quality. 


Recipes and Mixing Instructions for Speech, Sob and Opera: 
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Principles from Somatic Voicework

· Somatic Voicework is an organised method of vocal training for CCM styles based on: 

Somatic (physical) awareness    &	 Aural discernment 


	Some principles

	
· Voice training as a process of stimulus and response 

· You can’t sing what you can’t hear, therefore we listen carefully to everything

· Singing is connected to emotional expression and hearing 

· The core of Somatic Voicework rests on the use of vocal registers 
· They claim this language is industry standard – important to build a shared vocabulary and understanding

· Register balance is the goal 

· What can we most directly control / respond to as a stimulus? 

PITCH      VOWEL      VOLUME 

· Unselfconsciously draw the mind of the singer into the phyisal processes of making sound.
· Using bodywork
· Increasing ones awareness of sensations 


















My notes connecting register language from Somatic Voicework with other terminology used for vocal registers:

[image: A close-up of a note

Description automatically generated]



My notes from Somatic Voicework on vowel timbre and tone quality 
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Additional research on Vocal Registers taken from Module 1 and 3 

· This vocal register research, while not shared directly with students, is useful to have collated here as a reminder when communicating about the voice. 
· It also allows me to connect scientific knowledge back to the terminology used in Somatic Voicework


[image: Table

Description automatically generated]Figure 1 Exemplary overview of proposed register classifications, from (Herbst, 2020, p.175)

In terms of laryngeal registers, we have four modes – M0, M1, M2 and M3 – which are listed in Figure 1 (Roubeau et al., 2009). The main vibratory modes for speech and singing are M1 and M2 (Herbst, 2021). M1 is characterised by thick vocal folds vibrating over their whole length, with a stiff vocal fold body (Henrich, 2006; Roubeau et al., 2009). In M2 the vocal fold layers are stretched and thin, with the fibres in the ligament at their stiffest (Henrich, 2006). Additional perceptual registers include terms such as mix, chestmix, and headmix (Kochis-Jennings et al., 2014, p. 652.e21). Castellengo et al. (2004) have demonstrated this mixed voice can be produced in either M1 or M2, and it is sometimes difficult to ascertain perceptually which laryngeal mechanism is being used (Chapman, 2017; Herbst, 2021). Miller and Schutte (in Herbst, 2020) maintain that this ability to mix or blend the registers is constituted by both fine adjustments in the musculature in the larynx and adaptations in the vocal tract. 
Emil Behnke postulates three registers – thick, thin and small and details the differences in the mechanism involved. 
1) During the lowest series of tones the vocal ligaments vibrate in their entire thickness.
 2) During the next series of tones the vocal ligaments vibrate only with their thin inner edges.
 3) During the highest series of tones a portion of the vocal chink is firmly closed, and only a small part of the vocal ligaments vibrates. (Behnke, 1880 in Henrich, 2006, p.4) 		

The vocal folds, the larynx and surrounding muscles 
The illustration in Figure 2 shows the composition of the vocal fold tissue viewed in frontal plane. As we can see, the true vocal fold is made up of the deep vocalis portion of the thyroarytenoid muscle, the layers of the lamina propria, and the thin outer layer – the epithelium (Steinhauer et al., 2017). 
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Figure 2 Compostion of vocal fold tissue viewed in frontal plane, from (Steinhauer et al., 2017, p. 74)
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1. CURRICULUM 
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Level 6 Trinity Diploma in Professional Musical Theatre


HARMONY & MUSICIANSHIP

CURRICULUM

Year 1 – Terms 1, 2 and 3



SUBJECT DESCRIPTION 

This class takes a systematic and integrative approach to the art of ensemble singing. The ensemble is an integral part of musical theatre, with ensemble singing being one aspect of the role of an ensemble member.

The approach taken in this class addresses the target tonal outcomes of the music, which accounts for stylistic elements and vocal qualities, as well as the musicianship skills and music theory knowledge required. Repertoire from across the musical theatre canon will be used to facilitate this skill development and knowledge acquisition. 

Over the course of the year students will practice the art of ensemble singing, develop musicianship and musical literacy skills, develop a knowledge of styles within musical theatre, and understand the role of the musical director within the musical theatre industry. 

The language used to discuss vocal qualities will support the work students will be doing within their singing lessons, drawing on vocal pedagogy and voice science. Additionally, students will be given opportunities to move, physicalise, and act while they sing, preparing them for when they will be required to integrate all these elements within musical theatre performances.  

--------------------------------------------------------------------------------------------------------------------------------------

Overview – Term 1

Students of mixed ability and experience with singing and ensemble singing will be introduced to the art of ensemble singing. This will be done through the exploration of contemporary musical theatre repertoire. This encompasses everything from contemporary legit to jukebox musicals. 

Vocal qualities for ensemble singing will be explored, building connections with the basis of vocal technique that will be introduced within singing lessons, as well as discussing how these sounds are being used to support the intentions of the music and the composer. 

Additionally, students will be instructed in score reading, with a particular emphasis on the accurate reading of rhythm, general awareness of the shape of pitch and note names, and performance directions. The formal presentation of these concepts will be prepared for by using various exercise and vocalises within the warm up. 

Overview – Term 2

Students will build on Term 1, this time exploring repertoire that is categorised as traditional musical theatre, legit and jazz based. Through this repertoire, students will apply the vocal technique learned in their singing lessons in Term 1 to facilitate the legit and lyrical sound (lowered larynx, thyroid tilt, true vibrato, legato vocal line, smooth onsets etc.). The focus on these vocal qualities this term will also support their singing assessment that takes place halfway through the term. 

Students will continue to develop their score reading abilities with an increased emphasis on pitch relationships, key signatures and sight-singing. 

Overview – Term 3

Term 3 will focus on supporting students in preparing for the singing ‘Prep and Tech’ assessment, where they are assessed in ‘shifting sounds’ when singing in different genres. This will give students time with a musical director to perfect solo song preparation, provide the opportunity to build performance confidence and resilient to feedback. Connections will be made between this solo repertoire and the ensemble repertoire covered in Term 1 and 2. 



SUBJECT AIMS AND LEARNING OUTCOMES

Subject Aims  

The subject aims to:

A1: Introduce knowledge of the history and cultural background of ensemble singing
A2. Draw on musical theatre industry-relevant examples to contextualise learning
A3: Train students in healthy practice for ensemble singing
A4: Educate students in goal-setting
A5: Instil vocal confidence and motivation in ensemble singing
A6: Promote independent learning, reflection and self-assessment
A7: Facilitate the forging of connections with dance and acting
 

Learning Outcomes  

LO1: The student will have a solid understanding of what is expected of an ensemble member when it comes to learning music 
LO2: The student will have a good knowledge of reading the score and understanding key musical terminology 
LO3: The student will have good harmony pick up skills 
LO4: The student will start to become independent learning harmony lines 
LO5: The student will build confidence, develop motivation for ensemble singing and maximise their potential in the subject
LO6: The student will be reflective, able to provide a self-assessment of their performances, and become more independent in learning harmonies
LO7: The student will know how to create links between their disciplines and employ skills from other disciplines when singing in an ensemble 

These aims and learning outcomes will be achieved: 

01: By exploring music theory and musicianship through ensemble repertoire 
02: By learning about industry-relevant examples of repertoire and ensemble roles 
03: By repeating and practicing exercises and songs that reinforce various harmonic concepts, vocal qualities and musicianship skills 
04: By keeping a regular journal that includes reflections on learning and concepts covered 
05: By exploring repertoire that features varying harmonic and compositional devices


Differentiation 

· Instruction will make use of mixed modalities to cater to varying learning styles:

· Verbal and aural instruction  
· Visual aids including printed scores of the repertoire being covered, the use of physical gestures and the use of powerpoint presentations on a large screen 

· Printed copies will also be made available on coloured paper, where indicated by the student.

· Students will naturally have varying backgrounds and levels of experience when it comes to singing and ensemble singing. Testing of harmonies will begin with two voices to a part minimum. Exceptions to this are where students will be given the opportunity to volunteer to sing one voice to a part, allowing more advanced students to demonstrate and practice this skill. As the year progresses, students will be required to sing one voice to a part. 


Assessment 

Year 1, Term 1 
Formative assessment. Students will receive verbal feedback in one-to-one appraisals at the end of the term. During this appraisal they will discuss their progress across the term. They will also be required to present the folder they have maintained across term 1 during this appraisal. The folder should include: 
· Sheet music for repertoire covered, with evidence of rehearsal markings.
· A weekly lesson log (this template is provided to students) documenting concepts and terminology covered and the students' reflection on learning. 
· Evidence of independent research. 
 Year 1, Term 2 
Students will be assessed formatively across the term. This will take the form of spot checks of individual harmony lines and students singing the harmonies learned with one voice to a part. 
A summative assessment will also take place in the final class of Term 2. Students will be required to sing a selection of songs from Term 1 and 2 with one and two voices to a part. They will be assessed on their ability to hold their harmony line, vocal balance and style. 

Year 1, Term 3
Students are assessed as part of their singing Prep & Tech assessment. 
Lesson Delivery 

Delivery  –  x1 90 minute lesson per week

Year 1 Term 1  (12 weeks)

· Introduce students working in SATB configuration using contemporary musical theatre repertoire. 
· Introduce students to understanding and following choral sheet music 
· Introduce students to balance within a vocal ensemble 
· Develop students’ musicianship and music literacy skills, with a focus on rhythm reading and practical pitch exercises 
· Develop students’ independent research skills 

Year 1 Term 2 (12 weeks)

Delivery  –  x1 90 minute lesson per week

· Continue working in SATB configuration using traditional musical theatre repertoire, both legit/ lyrical and jazz based
· Increase students of understanding and following choral sheet music 
· Develop students understanding of vocal balance within a vocal ensemble, including singing in the correct vocal quality for the given style 
· Develop students’ musicianship and music literacy skills, with a focus on pitch reading, key signatures and sight-singing exercises 
· Develop students’ independent research skills 
 

Year 1 Term 3 (12 weeks)

· Support the student’s preparation for the ‘Prep and Tech’ assessment for singing 
· Provide performance opportunities for students, as well as feedback to enhance their performance 
· Build connections with the students’ independent research from across the term and the requirements for the viva voce component of the ‘Prep and Tech’ assessment 















Repertoire Plan by Term

TERM 1 

	TEACHING BLOCK 1 
Contemporary Musical Theatre  

	
Week 1-3

	
Natasha, Pierre and The Great Comet of 1812
	
1. Letters 
2. Prologue

	
Week 4-6



	
The Hunchback of Notre Dame 
	
1. Various melodies/ themes from throughout 
2. Someday from Finale 

	TEACHING BLOCK 2 
Contemporary Pop / Rock

	
Week 7-8



	
Carole King and Little Shop of Horrors 
	
1. One Fine Day 
2. Little Shop of Horrors 

	
Week 9-11



	
Jagged Little Pill 
	
Right Through You 


	
Week 12 (2nd / 3rd December) 
	
ASSESSMENT OF INDEPENDENT RESEARCH & DISCUSSION OF PROGRESS (1 to 1 appraisals)





















TERM 2 

	TEACHING BLOCK 1 
Traditional Musical Theatre/ Legit / Jazz-based

	
Week 1-3

	
West Side Story 
	
1. Somewhere (SATB choral arrangement)


	
Week 4-6



	
Oliver and The Sound of Music  
	
1. Who Will Buy (part 3)
2. Do Re Mi 
 

	TEACHING BLOCK 2 
Traditional Musical Theatre/ Legit / Jazz-based

	
Week 7-8



	
Top Hat  

+ add something else here 

	
1. Top Hat  

	
Week 9-11



	
Into the Woods  
	
1. Into the Woods Finale 


	
Week 12  
	
SUMMATIVE ASSESSMENT 
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Level 6 Trinity Diploma in Professional Musical Theatre


HARMONY AND MUSICIANSHIP

CURRICULUM

Year 2 – Terms 1, 2 and 3


SUBJECT DESCRIPTION 

This class takes a systematic and integrative approach to the art of ensemble singing, and builds on the skills developed in Year 1. The ensemble is an integral part of musical theatre, with ensemble singing being one aspect of the role of an ensemble member.

The approach taken in this class addresses the target tonal outcomes of the music, which accounts for stylistic elements and vocal qualities, as well as the musicianship skills and music theory knowledge required. Repertoire from across the musical theatre canon will be used to facilitate this skill development and knowledge acquisition. The repertoire covered will be more complex that the repertoire covered in Year 1. 

Over the course of the year students will continue to practice the art of ensemble singing, extend their musicianship and musical literacy skills, further their knowledge of styles within musical theatre, and understand the role of the musical director within the musical theatre industry. The material learned in Teaching Block 1 of Term 1 will be used in performance as part of the Year 2 Acting Project.

The language used to discuss vocal qualities will support the work students will be doing within their singing lessons, drawing on vocal pedagogy and voice science. Additionally, students will be given opportunities to move, physicalise, and act while they sing, preparing them for when they will be required to integrate all these elements within musical theatre performances.  

--------------------------------------------------------------------------------------------------------------------------------------

Overview – Term 1

Students of mixed ability and experience with singing and ensemble singing will continue to practice the art of ensemble singing, building on the skills acquired in Year 1. This will be done through the exploration of contemporary musical theatre repertoire. The music covered in Teaching Block 1 will be chosen in consultation with the acting department for use within the Year 2 Acting Project.

Vocal qualities for ensemble singing will be explored, building connections with the vocal technique being developed within singing lessons, as well as discussing how these sounds are being used to support the intentions of the music and the composer. Tri-weekly performances of the ensemble repertoire learned will be accompanied by the opportunity for students to present solo repertoire in a similar style.
Additionally, students will be instructed in score reading, with increased opportunities to develop accurate sight-singing abilities. 

Overview – Term 2

Students will build on Term 1, this time exploring repertoire that is categorised as traditional musical theatre, legit and jazz based. Through this repertoire, students will apply the vocal technique learned in Year 1, to facilitate the legit and lyrical sound (lowered larynx, thyroid tilt, true vibrato, legato vocal line, smooth onsets etc.). This will help to ensure students are staying flexible in all vocal styles. 
 
Students will continue to develop their score reading abilities with an increased emphasis on sight-singing and with quicker pick-up speeds expected.  

Overview – Term 3

Students will apply the harmony skills learned in ensemble singing to studying duets and trios from all genres of the musical theatre canon. Students will be encouraged to collaborate with their peers to find appropriate material for their duet or trio. The term culminates with a formal ‘assessment of duets and trios. Students will be expected to demonstrate collaboration in rehearsal and performance, singing harmonies with precision, balancing of voices within a partnership and acting through song within the style of the piece. 




SUBJECT AIMS AND LEARNING OUTCOMES

Subject Aims  

The subject aims to:

A1: Introduce knowledge of the history and cultural background of ensemble singing
A2. Draw on musical theatre industry-relevant examples to contextualise learning
A3: Train students in healthy practice for ensemble singing
A4: Educate students in goal-setting
A5: Instil vocal confidence and motivation in ensemble singing
A6: Promote independent learning, reflection and self-assessment
A7: Facilitate the forging of connections with dance and acting


Learning Outcomes  

LO1: The student will have a solid understanding of what is expected of an ensemble member when it comes to learning music 
LO2: The student will have an excellent knowledge of reading the score and understanding key musical terminology 
LO3: The student will have excellent harmony pick up skills 
LO4: The student will be independent learning harmony lines 
LO5: The student will build confidence, develop motivation for ensemble singing and maximise their potential in the subject
LO6: The student will be reflective, able to provide a self-assessment of their performances, and become more independent in learning harmonies
LO7: The student will know how to create links between their disciplines and employ skills from other disciplines when singing in an ensemble 

These aims and learning outcomes will be achieved: 

01: By exploring music theory and musicianship through ensemble repertoire 
02: By learning about industry-relevant examples of repertoire and ensemble roles 
03: By repeating and practicing exercises and songs that reinforce various harmonic concepts and vocal qualities 
04: By keeping a regular journal that includes reflections on learning and concepts covered 
05: By exploring repertoire that features varying harmonic and compositional devices


   
Differentiation 

· Instruction will make use of mixed modalities to cater to varying learning styles:

· Verbal and aural instruction  
· Visual aids including printed scores of the repertoire being covered, the use of physical gestures and the use of powerpoint presentations on a large screen 

· Printed copies will also be made available on coloured paper, where indicated by the student.


Assessment 

Year 2, Term 1
Students will be assessed formatively across the term. This will take the form of students singing the harmonies learned with one voice to a part, and spot checks of individual lines. 

Students will receive verbal feedback in one-to-one appraisals at the end of the term. During this appraisal they will discuss their progress across the term. They will also be required to present the folder they have maintained across term 1 during this appraisal. The folder should include: 
· Sheet music for repertoire covered, with evidence of rehearsal markings.
· A weekly lesson log (this template is provided to students) documenting concepts and terminology covered and the students' reflection on learning. 
· Evidence of independent research. 
Due to a large percentage of students being absent during the final weeks of term for panto (auditioned professional external performance opportunity), this assessment will take place in the first week of term 2. 




Year 2, Term 2 
Students will be assessed formatively across the term. This will take the form of students singing the harmonies learned with one voice to a part, and spot checks of individual lines. 

A summative assessment will also take place in the final class of term 2. Students will be required to sing a selection of songs from term 1 and 2 with one voice to a part. They will be assessed on harmony skills, vocal balance, and style. 
Year 2, Term 3
Students will have a summative assessment at the end of Term 3 where they will be required to present a duet or trio for performance. 


Lesson Delivery 

Delivery  –  x1 90 minute lesson per week


Year 2 Term 1  

· Work on more complex material in SATB configuration using contemporary musical theatre repertoire 
· Develop a flexible understanding of choral sheet music
· Practice vocal balance, specificity in cut-offs, and detailed text work
· Develop students’ musicianship and music literacy skills, with a focus on integrating skills learned in first year into more formal sight-singing exercises 
· Develop an understanding of performance style required for each show covered, including appropriate use of vocal qualities 

Year 1 Term 2

· Continue working in SATB configuration using traditional musical theatre repertoire, both legit/ lyrical and jazz based
· Increase students of understanding and following more complex choral sheet music 
· Develop students understanding of vocal balance within a vocal ensemble, including singing in the correct vocal quality for the given style 


Year 1 Term 3

Delivery  –  1 lesson per week

· Support students in selection duets and trio that are suitable for their vocal ability 
· Provide students with individual coaching and line tracks for their chosen material 
· Prepare students for the performance of their chosen duet or trio, through reflections and feedback 




Repertoire Plan by Term

TERM 1 

	TEACHING BLOCK 1 
Contemporary Musical Theatre  

	
Week 2-6

	
Come From Away

Unison melodies:
1. 28 Hours 
2. Lead Us Out of the Darkness

Harmony numbers:
1. 38 Planes 
2. Wherever We Are 
3. Somewhere Reprise 
4. Prayer 


	TEACHING BLOCK 2 
Contemporary Musical Theatre  

	
Week 8-10
	
Jekyll & Hyde  
	
 Facade 



	
Week 11


	
Once The Musical   
	
Gold (acapella)  

	
Week 12 
	
End of term performance class (solo material). Many students will be at panto at this point. 



















TERM 2 

	TEACHING BLOCK 1 
Traditional Musical Theatre/ Legit / Jazz-based

	
Week 1-3

	
Lerner & Loewe – Brigadoon and My Fair Lady 
 
	
1. Brigadoon
2. Get Me To the Church On Time


	
Week 4-6



	
Rodgers & Hammerstein – Carousel   
	
1. You’ll Never Walk Alone (graduation scene)
 

	TEACHING BLOCK 2 
Traditional Musical Theatre/ Legit / Jazz-based

	
Week 7-8



	
Crazy for You 

	
1. Slap That Bass   

	
Week 9-11



	
Sweeney Todd   
	
1. Prologue – The Ballad of Sweeney Todd  


	
Week 12  
	
SUMMATIVE ASSESSMENT 





















2. A TEMPLATE FOR THE PREPARATION OF EACH PIECE OF REPERTOIRE THAT WILL BE USED WITHIN THE PROGRAMME
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3. THE APPLICATION OF THE REPERERTOIRE PREPARATION TEMPLATE TO A SELECTION OF REPERTOIRE 


The repertoire preparation template above will now be applied to four pieces of repertoire. This repertoire is: 
	
Year 1 
· Prologue – Natasha, Pierre and the Great Comet of 1812
· Someday (Finale) – The Hunchback of Notre Dame


Year.2 
· 38 Planes – Come From Away
· Prayer – Come From Away 


The Google Drive link below contains the sheet music for each of the above. 

https://drive.google.com/drive/folders/1nztaoILW02eVrznRe1MROFMG-T0_0Z2K?usp=drive_link 



The Spotify links below provide access to the cast recording that I will reference in my preparation, in addition to the sheet music above. 

· Prologue – Natasha, Pierre and the Great Comet of 1812: https://open.spotify.com/track/43moAlhjavuvvj67GWUnhy?si=8b9736f3df2d44b6 	
· Someday (Finale) – The Hunchback of Notre Dame: https://open.spotify.com/track/1pAgEx6lFs4E66192Vd56Y?si=83ae3d02d4f042e1 
[Time code for selection 10:33-12:18] 
· 38 Planes – Come From Away:
https://open.spotify.com/track/15z2C33XjeiYJMytXMUIk4?si=e34cee6c7aac4785 
· Prayer – Come From Away: 
https://open.spotify.com/track/4Zkw7JYf32PS9aGgLEjsw6?si=46b0278e22ba4986
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4. COMPILED RESOURCES: VOCAL WARM-UP / MUSICIANSHIP

Physical awareness work 

*All numbers Exercises are from Horstmann (2009, p. 11-12) Evoking Sound: The Choral Warm-up

· General physical awareness and centring energy:
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· Shoulder shrugs 

· Inhaling as the shoulders are pulled up to the ears and held, heavy exhale on the release of breath and shoulders 

· Shoulder rolls 

· Large circular movements of the shoulders forwards and backwards 








· Neck rolls and stretches:
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· Roll down:
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From Chapman (2017, p. 34) 

· Shake it out 8, 4, 2,1

· Each limb is pulsed for a count of 8 (out loud “1,2,3, 4” etc), then for a count of 4, 2 and 1. The final 1 is followed by a full body shake / release. 





· Arms overhead:
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· Arms across body and swinging:

· Stretch the right arm across the body and hold underneath with the left arm to stretch the outer shoulder. Then to this with the other side. 
· Then allow the arms to swing in large circles forwards and backwards.



















Posture reminders & guides references for guiding the above from my own notes taken from Janice Chapman (2017), Chapter 3: 
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Tongue work 
· Tongue circles 
· Tongue stretches forward 
· Imagine there's caramel stuck to the roof of mouth and taking gross movement of tongue to dislodge it

Jaw work 
· Down and forward
· Massage jaw and facial muscles
· Temporalis (temple)
· Masseter (cheek bone to mandible)
· Digastric, mylohyoid and geniohyoid (connect under mandible)







Breathwork and articulators 

· p, k, f, t, s:

· Bringing attention to the articulators, while also incorporating the breath. 
· Over a count of 8 each sound is made on the beat. ‘s’ is sustained through 5-7, with a SPLAT breath on beat 8. 
· Following the above, working on sustaining the ‘s’ for as long as possible for the slow release of breath.

· Breathe in for 4, then breathe out for 4 – 8 – 12 – 16 – 20  

· Exhaling on a ‘pssh’ using sponges imagery (visualising the air leaving the lungs as the sponge squeezes)

· Focus on triggering abdominal release (SPLAT) when sponges fully squeezed (i.e. no air left in the lungs)  



SPLAT breath explanation from my own notes taken from Chapman (2017), Chapter 4:

[image: A close up of a paper

Description automatically generated]

· Box breathing: In for 4, hold for 4, out for 4, hold for 4











Vocal warm-ups 

· Fricative (f, v, th, z, zh), puffy checks and ‘ng’ slides

· To a tone, 3rd, 5th and octave

· Patterns to use for Semi-Occluded Vocal Tract Exercises (SOVTEs):

· Slides up/down a semitone, tone, 3rd, 5th and octaves
· d-r-d-t-d-r-d-t-d
· d-r-m-r-d-t-l-t-d
· Pentatonic: d-r-m-s-l
· Blues zum: l-d-r-ma-r-d-l

· Siren: High to low to high + rotations at the top 

· Sustained note vowels: /i e a o u/ 
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From Horstmann (2009, p. xi) Evoking Sound: The Choral Warm-up


· Ma-may-me-mo-moo:

· This is sung over a minor triad ascending and descending 3 times:
· 1-3-5-3-1-3-5-3-1-3-5-3-1 in the pattern: ma-may-me-mo-ma-may-me-mo-ma-may-me-mo-moo
· This is done a crotchets, then quavers, then triplets, then semiquavers. 
· Moving through multiple keys, the consonant is changed throughout. For example:
· Ba, ta, gla, ga, za, etc. 

· Students are directed to keep the sound focused and energised. Other directives include bring their attention to resonance and how they are experiencing the sound. 

· For energised consonants and dynamics work: 
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· Singing the major scale in the pattern 1, 1-2-1, 1-2-3-2-1, […], 1-2-3-4-5-6-7-8-7-6-5-4-3-2-1:

· Sung initially in unison 
· Focus on intonation and blending registers 
· Then sung in 3-part canon 
· This exercise can also be done to a lip-trill 


· Mum x9 + the slide to the  5th above and below:

· The word ‘mum’ is sung on a repeated note 9 time (overall count of 12 beat, the final ‘mum’ is sustained for 4 beats)
· An extension of this is sliding on the ‘m’ to the 5th above and back down 
· The exercise targets thin folds, thyroid tilt and a sensation of forward resonance 

· Vowel exercise:
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· Major scale and arpeggio work:
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· Twangy 5 note scale 


· Additional vocal exercise: 
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From Rundus (2017, p. 17) 















Vocalisation

· Using the melody to ‘Can’t Help Falling in Love’
· Sung on various Semi-Occluded Vocal Tract Exercises (SOVTEs) 
· Lip trills 
· Ng siren 
· Puffy cheeks

· Sung on various vowels with different intentions for each vowel. For example:
· ‘Oo’ vowel with a choral target outcome
· ‘Ee’ vowel with legit / classical target outcome 
· ‘Ah’ vowel with a contemporary target outcome 

· In addition to the above, students are encouraged to improvise harmony lines. 
































Rhythm Isolation Work
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Clapping exercise. Clapping rows and columns. 
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Additional material from the Hunchback Of Notre Dame 
(used to present and practice triplets, dotted rhythm and syncopation)


God Help the Outcasts (opening choir section) 
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The Bells of Notre Dame 
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Canons

Canon in 4/4 time. Learned aurally to a ‘loo’. 
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Canon in 6/8 to prepare and present 6/8 metre. Body percussion added to experience the beat and the subdivision of the beat. 
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Visuals for sung warm-ups connected to musicianship  

The Major Scale

· Sung to various vowel sounds, scale degrees (i.e. numbers) and letter names. 
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Triads

· Sung to scale degrees with different groups sustaining each part of the triad. Also sung to various vowels. Attention is drawn to balance of the chord, the quality of the chord (major or minor) and intonation. 
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5. LISTENING LISTS FOR STUDENTS FOR EACH STYLE COVERED 

Term 1 – Contemporary (MT/ Jukebox / Rock) 

Mostly unison ensemble (+ some featured solos)
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Ensemble (+some featured solos)
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Solos with featured ensemble 
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Term 2 – Golden Age/ Legit/ Jazz-based  

Mostly unison ensemble (+ some featured solos)
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Ensemble (+some featured solos)
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Solos with featured ensemble 
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APPENDIX 2: Excel samples of systematic literature search

Search terms and results

[image: A screenshot of a google search page
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Managing themes 

	Author 
	Type 
	Year 
	Musical Theatre 
	Ensemble singing
	Vocal pedagogy
	Music theory

	Jordan & Walker
	Article 
	2022
	X
	X
	X
	X

	Blustein, Gerbi & Rifkin
	Article
	2021
	X
	
	X
	

	Cowan
	PhD
	2018
	X
	
	X
	

	Bond
	Article
	2010
	X
	
	X
	

	DeLorenzo
	PhD
	1985
	X
	
	
	




Snowballing /back chaining 

	Original article 

	Bluestein et al (Blustein, Gerbi, Rifkin) 

	

	Exploring authors' other output 
	New Authors 

	A Revised Taxonomy for Music Learning (Article) 
	Rifkin & Stoeker 

	A 21st Centurt Model for 2-year Musical Theatre Curricula (Doctoral thesis)
	Gerbi
































APPENDIX 3: Weekly project planning samples (managed in Notion)


August 26-August 30, Write 2500 words + creating artefact 
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September 23-September 29: Creating artefact + reading/planning: 
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October 21-October 27: Final edits / reworking 
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APPENDIX 4: General project journaling in Notion 	

Journal entries by title, assigned category and date 
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Project design / reflection on practice: August 23 

I am thinking about my project design and the idea of the systematic approach to ensemble singing, and maybe contextualising it based on some cursory reading/ source gathering last night. One of the things that struck me was the article that summarises the 4 different books on music theory, made a comment about musical theatre majors in America being provided with music theory courses and aural courses but that weren’t necessarily tailored to them, but rather that they are told to go and take a music theory course/ an aural course but really those courses have been devised through the lens of the Western Classical tradition for perhaps instrumentalists and opera performers/classical singing, and how that is then delivered. And I guess these musical theatre performers are getting these courses, but has that fed into their practice?

And so essentially what I’m doing with the way that things are structured at Laine is creating an integrative approach that even though the class that I teach is called ‘Harmony’ that really its an integration of all the skills that go into harmony and into ensemble singing. So it’s an integration of music theory, aural skills and I guess the practical element of ensemble singing.


Project set up: August 25

This week, week 6 has been very productive and I’m feeling like I have a good overall sense of where I am going with the project.

I have a clear plan set up that involves using Notion weekly planning to stay on track with my overall GANNT chart.

I will use the timeline view to keep journal entries to track the evolution of the project and the artefact development.


Reading selection: August 26

For reading today I am going to start with articles from my initial search that I have documented in Excel. From this search, I will read exclusively sources that make reference to musical theatre and ensemble singing/ music theory.

Braindump on Blustein article: August 27 

I am just brainstorming my thoughts having read the Blunstein article that reviews the 4 music theory texts. This article is going to be most useful from a place of creating / identifying a gap within the literature.
First off, given the context that 2008 was the first time for a text like this to emerge, and each of these 4 texts making an inroads into that. It also calls for pedagogically structured courses - things that are scaffolded…so all language that I’ll want to use.
And equally in its conclusion calls for a text related to ensemble singing. So I think thats a really key gap, and a call for ensemble singing to be addressed. And I think it also at the beginning included some useful necessary skills for musical theatre performers to develop.

How to split project in Mod 5 and Mod 6: August 28 

From my initial readings and general reflections / thoughts, it’s very apparent that what I am proposing & what I want to achieve is beyond the scope of just one project. So it makes sense to separate it out into two projects, with this one (Mod 5) setting up Module 6 - as Josh suggested in one of the lectures.
I think this one is really about repertoire selection and that being scaffolded and systematic, and documenting the potential musicianship concepts that could be introduced using that repertoire. It should also address delivery - so the methods used to teach the material & also voice quality. And I think that ties quite nicely into the first article that I have documented (Vocal Pedagogy in the Overlapping Rehearsal Contexts of Musical Theatre and Choral Music). And then I think the Mod 6 research project could then be about building this incremental approach to building music theory and aural skills through the repertoire that has been selected, and also the setting up of voice qualities required within the warm-up. Also using all of these elements to develop sight-singing.

IDEA!!!: August 29 

I’ve just had a huge thought about how what I am proposing connects to my two main pieces of literature;
· The Jordan and Walker article is really about an integrated approach to vocal pedagogy and ensemble singing. Also recognises rhythmic integrity from a musicianship point of view
· Blustein et al propose an integrated approach to music theory/ musicianship and repertoire from the canon
· What I am proposing is an integration of both of their ideas - vocal pedagogy informed ensemble singing, that systematically and incrementally builds harmony skills, and that integrates music theory/ musicianship 
· This music theory/ musicianship component also accounts for the development of aural skills and sight-singing
· Scaffolded using the systematic selection of repertoire 
· What vocal qualities are required of the repertoire?
· How can I set students up for success - how difficult is the repertoire?
· How many vocal parts are there?


Title refocus NB!!!: September 24 

I think as I reflect on what I have presented in the Portfolio portion, alongside the proposed artefact etc. I am closer to locking in my exact title.
I like my current working title:
Towards A Systematic Approach to Ensemble Singing for Musical Theatre Performers in Collegiate/ Vocational Training.
The approach should address:
· Tonal outcomes (style and vocal qualities)
· Musicianship skills / music theory required
· Repertoire as a conduit for developing the above
The word “towards” is significant here as I know that this is not entirely achievable within the context of this project. The scale of what is proposed is too large. However, in articulating and refining my praxis at LTA, I am moving myself towards this goal.
Therefore, I feel that what I have in my title is still indicative of what is happening within this project but its possible that the open-ended nature of the title in turn lacks focus/ specificity.
So perhaps what I could change this to is:
Towards A Systematic Approach to Ensemble Singing for Musical Theatre Performers in Collegiate/ Vocational Training: Articulating and Advancing my praxis at Laine Theatre Arts
I think this feels really right and aligns with what I want to achieve at this point. It also moves me closer to my overall goal, as included within the title.






IDEA!: September 24 

Okay having started the reflections on my weekly lessons, ideas are flowing.

I think something that I could do within the Scheme of Work is create a statement for each circle within my ‘Vision for Achieving Excellence in Ensemble Singing’ graphic.

These statements will reflect how I will address the concept within each circle.


Scheme of work reflection: September 28 
Scheme of work edits:
· Reading back over the Scheme that I completed in August, it is clear that it was written with my “Vision for Achieving Excellence in E.S” in mind. It will be great to unpack all of the elements involved within the write-up using Nelson’s model.

· Having read the discussion on ‘balance versus blend’ I changed any references to blend within the Scheme of Work to vocal balance.


Repertoire selection checklist 

When writing up my “Know-That” section for repertoire selection, and exploring more literature from the fields of choral and instrumental ensembles, it was apparent that the creation of a checklist for repertoire selection would help to elevate my work, and to ensure that the choices I was making for repertoire were well considered.








APPENDIX 5: Transcripts of audio-journals of post-lesson reflections

YEAR 1 
Week 1 
Reflection on Year 1 Week 1 [Voice note transcription from Monday 16th Sept]

Okay so my 1st year harmony lesson – I had the first 2 lesson of that this morning. Some things to note about ideas that included in my warm-up were:

· general physical awareness, centring energy
· then moving onto some articulatory work that also emphasised some breathwork and encouraged and introduced the SPLAT breath 
· then moving to some energised ‘ma, may, me, mo, moo’s’ – not so much happening in those, just getting the voice energised and also, I guess getting the articulators moving as you move through various rhythmic figures
· moving on from that we took ‘Can’t Help Falling in Love’. That was used initially using the lip trill as an SOVT exercise just to get the voice moving in a released and relaxed way before going to do that on different vowel sounds. In using those vowels I presented different intentions for each vowel. 
· So for example we took an ‘oo’ vowel with a more choral target outcome, followed by an ‘ee’ – that was more ‘legit’/ classical, then we did an ‘ee’ that was more contemporary, followed by a contemporary ‘ah’ sound. Students were also encouraged to improvise any harmony lines that they heard during that time. 

That kind of brought the warm-up aspect of that lesson to a close. 

Following on from that I took ‘Letters’ and just used that for some precision work around cut-offs and highlighting rests and just general score navigation. And then following on from that we started into ‘Prologue’, which again was mostly about achieving and receiving a note-bash for each harmony line with very clear expectations given to students about what they have to do with that for the following week. We went through and also practiced navigating the score and highlighting key rehearsal markings. 


Reflection on Year 1 Week 1 – Differentiation [Voice note transcription from Monday 16th Sept]

Just while I think of it, I am making a note of something that I do within my practice to differentiate and to support those students that are less experienced while also challenging students who have more experience. 
An example of this is today where students took note-bashes of their parts and I indicated that students who wished to challenge themselves should learn at least two or more harmonies, whereas other students who are less familiar with harmony might find that learning one harmony really well and focusing on be successful with that one might find that that’s the best way for them to make progress. 

Week 2 
Reflection of Week 2 [typed Tuesday 24th Sept]
Concepts covered/ rehearsal practice documentation:
· Put together material that students had received note-bashes for in the previous week. Students were given the instruction that they should rehearse independently to be secure on their part in the room. I was impressed by the level of work done and the resulting sound in the room. 
· Glottal onsets were covered 
· Lots of rhythm focus – sight-clapping and theory work. Rests discovered in the score of ‘Letters’ for every rhythm value clapped 
· Singing scales to numbers, preparing scale degrees 
· Singing in canon [1, 1-2-1, 1-2-3-2-1, etc] 



Week 3 
Reflection on Year 1 Week 3 [Voice note transcription from Monday 30th Sept]

Okay so I am just doing a little reflection at 12:10 to discuss what I did in my Year 1 harmony class today. 

So we started with a physical warm-up, just releasing any physical tension that we might be holding onto – a little bit of shoulder shrugs and heavy exhale releases, into some rhythm work. So we used being quite physical with the beat and clapping our rhythm patterns that we had done last week to remind ourselves of the technical names. 

Then we used the vocal warm up to move through various scales with visual representations of those on the screen – singing them on lips trills (SOTVE), numbers, also on vowel sounds and then doing the numbers canon before going into building triads on each scale degree using numbers and deciding what quality they were in – whether major or minor – and then we introduced the diminished concept as well. We discussed  the overall quality of the major versus the minor, but really it was about experiencing those sound worlds. We had each group from the 3 part canon work to sustain the top, middle and bottom of each chord so they experienced it as a full triad. And that also set us up for the minor sound world that we were going to be in for Prologue. 

Then we learned a minor canon to a ‘loo’ – 3 phrases. Just working on aural pick-up skills, learning it by ear. I’ll introduce that written down in printed score in next week’s lesson. It’s also preparing us for the more choral sound world that we’ll want to capture in Someday next week. It’s also in a minor key (the canon) so again staying consistent with the sound world we wanted to be in today. 

And then in the rep work, lots of great work on the score. 




Reflection of Week 3 [typed Tuesday 1st Oct]

Areas covered/ presented within repertoire work: 

· Making the minor sound world explicit – spread of chords b. 11 and b. 50
· Accented chord b. 19 and collective breath to lead into section B – change of energy 
· Allocating solos – students were asked to prepare these and put themselves forward
· Section C rhythm work
· Lots of triplets 
· Semiquaver upbeat to Natasha
· Syncopated “she loves Andrey with all her heart” 
· Word painting on “Natasha’s godmother strict yet kind” 
· Generally working towards performance and memory work 



YEAR 2 
Week 2 
Reflection on Year 2 Week 2 Class 1  [Voice note transcription from Monday 23rd Sept]

Okay so I’ve just had my first Year 2 harmony class of the year…It was good. I feel like they were definitely lacking a little bit in focus but I think that’s just them getting used to being back in a rehearsal room. 

I opened with a really good opener. Singing the scale on pitch names really worked and was a good challenge for them and also kind of starts into the focus of musicianship for them this year in terms of musical literacy being on pitch, whereas Year one’s focus was on strong rhythm literacy. 

Then we used…I knew that what I was going to do today material-wise was in 6/8 so I planned that we would sing our two different canons, the 4/4 canon first to situate ourselves in 4/4 and then moving to 6/8 to again feel that 6/8 time. Some students got quite bogged down in the technicality of it…and I think for them it was the fact that quite often in music we talk about 3/4 being a waltz but for them they were feeling “oh, is 6/8 not a waltz?” because they were feeling the 3 inside the beat. And I think some of them were getting bogged down in the theory aspect of it. What I did affirm for them, and try to encourage them with, was that the purpose of experiencing things and internalising things is that the more material they meet by imitating, the more comfortable they will get with the differences between them. And I think what really clicked for them was the idea that the overall pulse of the 6/8 [1,2] of having 3 inside each beat was what clicked for the student who were struggling. Em, but I think the other problem is that in dance they do meet 6/8 and it is described to them as being a waltz, so that is something that I need to unpack and see if that is something that is articulated to them. 

And then I think that what we moved into 38 Planes, having had that conversation was really helpful and they were seeing that the beat was a dotted crotchet and they were feeling that. And we were ready to introduce the concept of the duplet, of feeling the “1 and” in the place of flow. 

So on the whole, good. I think good work happened. 


Reflection on Year 2 Week 2 [Voice note transcription from Tuesday 24th Sept]

Okay so another two Year 2 lessons under the belt in addition to the other one that I had after the first one that I reflected on yesterday. After having done that once and reflected on it, the subsequent lessons have definitely been more successful (not that the first one wasn’t, but just that I was more ready to diffuse or allay any confusion arising around the 6/8 and how sometimes a 3/4 that has more of a “one” feel can feel quite similar to 6/8 but actually from a look point of view i.e. how that looks on the page is different and how its laid out. So yeah, sometimes those feels are similar. 

Em, other things that I have covered is the overall atmosphere that we are creating in that 6/8 – the sense of trace-like, reflective…more of that trace-like feel that the 6/8 helps to create. And then we were addressing rhythmically the duplet, and how functionally within the music what it means, and then also how from an atmosphere point of view how it’s used to create that effect. So we practiced what would happen if we sang it within the 6/8 feel - as opposed to putting the duplet in on that text to create that straightness [of rhythm] that pulls us out of the trace-like state. So we were understanding the effect that was being created by something that seems like a “theory” thing. 

We were also looking at the general crescendo, and exploring the dissonance that was happening at the end. And I suppose from a rehearsal practice point of view, we just took note-bashes of everything through first, and then gradually layered up the parts. And then spent a bit of time on the final page thinking of how we were all moving away from the unison to the dissonance. So initially just thinking about that first move. So we sung each of our intervals on an ‘ah’: so we isolated and talked about the altos were moving a semitone, soprano 2s were moving a minor 3rd, and sop 1s the fourth and practiced them over and over to help them find their way into the dissonance. And also isolating, and hearing, that the outer parts were consonant in their harmony, that they had the nice 3rd, and that it was the note in the middle that was creating the dissonance, and sop 2s really had to lean into that. 

So overall, some good things happening. Not really much from a specific vocal pedagogy point of view. But a lot more from a diction point of view, so how we were using more clarity in our diction as we moved to the duplets to create that slightly more rigid feel vs the “looser” diction in the trace-like feel. 

Additional Week 2 reflection [typed] 

Having reflected on my reflection from the first lesson, I realised that I allowed myself to be thrown a little by the students who were getting bogged down. It made me feel like I hadn’t sufficiently prepared 6/8. However, I know that I had scaffolded it well by experiencing 6/8 first using the canon, which was also familiar to them – we were returning to it having covered it in Year 1. I realised afterwards what I could have done was drawn their attention back to other material we had covered in Year 1 that was in 6/8. I did end up doing this with the classes that were on Tuesday and we sang a phrase or two from Someday from The Hunchback of Notre Dame that we had worked on in Year 1. I might also have been useful to have done a canon in 3/4 as well for students to experience immediately the different feel. 

In thinking about articulating the ‘why’ of my lesson structuring, I know that it is influenced by my pedagogical knowledge of “sound before symbol” and a Kodaly-inspired approach based on my music education degree.  

https://pianodao.com/2015/10/17/sound-before-symbol-lessons-from-history/
This article/ blog contains a valuable discussion on the sound before symbol debate, and references many influential pedagogues that I have previously encountered. I think it opens up a huge conversation for me in terms of how important it is for MT performers to read accurately, and what level of musical literacy is necessary for them, and in turn for me to help them develop. For MT performers, I think it is more valuable for them to have strong aural memory for the most part. For performers who wish to be involved in more regular concert work that requires quicker reading, reading will be more important, of course. However, this is not the priority for the students that I am working with. Therefore, I think developing musical literacy is a tool for the rehearsal room, but ultimately, everything they perform will be from memory. And being able to move quickly to being off-copy will be invaluable for them. 
None of this is to say that I don’t think they should be instructed in musical notation, or that it doesn’t carry weight / merit. This conversation is about prioritising the skills that are most necessary for MT performers to possess, and making the best use of the limited contact time with them to develop those skills. 

In light of the above, I think my approach in the room mirrors what I have said above. Students receive a note-bash of their part first, giving them an opportunity to hear it first. Then I sing it for them, with students having the option to sing along immediately if they have picked it up. Then, they can use the score as a reminder of overall shape and for indications of repeated notes, rhythms for cuts offs & a general awareness of the other parts and how they interact.


GENERAL YEAR 1 & YEAR 2 
Week 4 
Week 4 [Voice note transcription from Monday 7th Oct]

Okay, so I am journalling a thought that I am having this morning about the overall structure of Year 1 and Year 2 of harmony. Off the back of the general recaption so far in 1st year and also energy coming into 2nd year having already had them in 1st year, which is the first time that this has happened given that when I had 2nd years last year they hadn’t had musicianship in the way that I had exposed it to them in 2nd year. What I’m reevaluating now is whether that musicianship component needs to continue into 2nd year as a “present” phase, or whether it’s possible that most of the theory aspect of things get presented in 1st year so with term 1 being a focus on rhythm and term 2 being a focus on pitch, so that by the time we get into 2nd year the focus is on more repertoire and so I guess now even with the rehearsals for Come From Away it just feels like the priority is performance and repertoire, and we’re not really getting as much time as I would want necessarily for the theory aspect of things. And also with knowing that I don’t have the full term with them because so many of them go to panto in November, that actually with the focus of the first half of term 1 being on acting project, there isn’t really much time to prioritise theory and musicianship. What I probably will do is reserve term 2 now for pitch with the current 2nd years but moving forwards reenvisage it that term 1 of 1st year is rhythm, term 2 is pitch and then Year 2 is about practice of everything that has already been presented. 
`
And just to follow up on what I have expressed there, I think this will be an edit to the current artefact which will still be presented as is, but that reflection voice note (above) will happen in the critical reflection part of my write-up. So once I have done the rest of the write up, it will be one of my “moving forward” changes to make. So I think as a result of engaging in the process that will be something that I want to refine further.


Exposure to varied repertoire


Rehearsal practices & methodologies 


Musicianship and music theory 


Vocal pedagogy and voice science 



Module 5: Systematic Approach to Ensemble Singing 


Formatvie assignemnt: Exploring language concerning vocal registers 


Module 1: Motor learning theory and the nature of instruction 


Module 2: Navigating research design


Module 3: An exploration of the terminology and pedagogical approaches to voice training 


Module 4: Develop a framework that assists in discovering the nuances of vocal interpretation required for performing in musicals in a Pop/Rock style. 




1

image68.png
'z pue 1 sdays yeaday ¢
‘Sumas qui/reurds oYy Sururejurews IpIym
uonisod 3unsar 0y swie ay) doip uay) ‘paureyurews ainysod yoou
/PE3Y 3} PUE PIPUIIX AJ[NJ SwIe 33 YIm Sur[ad a3 03 dn yoeay g

"1se] dn peay ayy
durduuq auids oy [josun A[[enpeid uay) J00[J Y} 0} UAOP [[OI ‘U

Any8ys soauy pue 9rede yipm-diy je 3109 YA UMOP-T[OI Se[id T




image69.png
Exercise 7:

Exercise 8:

Hold your arms above your head, clasp your hands, and turn your palms out.
Lift your hands up while breathing out. Do not bend backward, and be sure
your knees remain slightly flexed. Breathe calmly, stretch upwards and feel your
breath, which you should now clearly perceive in your lower back and abdomen.

Release the tension gradually.

Stand or sit upright. Lift your right hand above your head while bending your
upper body to the left but not forward. Feel your breath in the right side. Come
slowly back to your initial position. Repeat the exercise to the opposite side,

lifting the left hand and bending to the right. Come slowly back to your initial

position.
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Vowel Chart for Italian Vowels

VOWEL IPA

IIC (DI
|

a [a

EXPLANATION

Sing “ee” with rounded lips, showing rabbit’s teeth (not
with lips spread sideways in a smile)

Sing closed vowel with a lot of [i] in it

Sing “00” with lips pursed and a lot of space inside the
mouth

Form an [i] vowel inside the mouth, surrounded by
“00” lips and a lot of space

({3

Pure “0” vowel with a lot of “00” in it

Back lip vowel, as in the English word “often”

Forward tongue vowel as in the English word “pasta”
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Exercise 79:
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Vowel exercise (no gliss.)

s P et 0 P |0 - eeeess——— =0 THe——n, 00— @0 |
AN el e — T e e — e e — Y N |
& 2 W S N A SN [ A A A S S R U — U i S S S [———— _— S S
N | | o & Y & 4 || | o & Y & 4 || | | o & v & 4 | | 90 @001





image75.png
VOWEL OPTIONS

[i] as in machine

[e] closed e as in the first vowel sound of the diphthong in chaos or French ¢é
[€] open e as in then

[a] as the first vowel sound of the diphthong in aisle or light.

[a] as in father

[o] open o as in the first vowel sound of the diphthong in bought

[o] closed o as in the first vowel sound of the diphthong in gbey

[u] as in food

Major Scale

Major Arpeggio N
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\
i
|
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MUSICAL

Top Hat
Carousel
Annie Get Your Gun
Kiss Me, Kate
South Pacific
South Pacific
South Pacific
Guysand Dolls
Guysand Dolls
Oliver

ENSEMBLE SONG YEAR
Finale

Blow High, Blow Low

There's No Business Like Show Business
Another Op'nin', Another Show

I'm Gonna Wash That Man...

There Is Nothing Like ADame

Honey Bun (reprise)

ABusheland APeck

Take Back Your Mink

Food, Glorious Food

CLASSIFICATION
1935 Golden Age/ Jazz
1945 Golden Age
1946 Golden Age
1948 Golden Age/ Jazz
1949 Golden Age
1949 Golden Age
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1950 Golden Age
1950 Golden Age
1960 Golden Age
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MUSICAL

Carousel
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My Fair Lady

My Fair Lady

Oliver
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MUSICAL ENSEMBLE SONG YEAR CLASSIFICATION
Guysand Dolls Sit Down Your Rockin' the Boat 1950 Golden Age
The Sound of Music Do Re Mi 1965 Golden Age
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SEARCH TERMS SOURCE FOUND LOCATION OF SEARCH LOCATION OF SOUR YEAR

Musical theatre ensemble singing _Google Scholar - Page 1 of results Journal of Music Theory 2021

The Soloist as an Ensemble singer Google Scholar - Page 1 of results PhD - University of Auckl 2013
The Ensemble sound: Towards a currlculum for developii Google Scholar - Page 3 of results PhD - Indiana University 2020

_Google Scholar - Page 11 of results Journal of Singing 2010
Musical theatre chorus _Google Scholar - Page 2 of results D Phil Thesis 1985
Musical theatre pedagogy _Google Scholar - Page 1 of results The Choral Journal 2022

Musical theatre curriculum Designing a musical theatre curriculum for the modern L Google Scholar - Page 1 of results MFA Dissertation 2011
Teaching Music Theory Through Musical Theatre Repertc Google Scholar - Page 5 of results MA Dissertation - Univel 2020
Learning in Musical Theatre Production: A Grounded The Google Scholar - Page 5 of results D Phil Thesis 2018
_Google Scholar - Page 8 of results DMA Thesis 2018
A proposed framework for reviewing and revising music: Google Scholar - Page 12 of results Studies of Musical Theat 2024
Musical theatre repertoire The case for a database of musical repertoire

The approaches of singing teachers to new and unfamiliar repertoire
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READING

[ start reading downloaded material - track in Zotero & Excel

Start writing:

Introduction & Rationale [600 words]

[ Initial write up on Why? from notes copy and lecture notes
e This will be supported by some initial reading

Planned programme of study [250 + 500 words]

[] Develop list of aims, objectives and learning outcomes

[ oOutline methodological tools that | intend to use

[J Write up on methodological tools - moved to week 8

Literature review - best practice & theoretical influences [1000+
words]

[ Initial write up on best practice influences
[ Notes & write up on Walker
[ Reflection from Facebook groups - moved to week 8
[J Write up concepts from previous modules that | will carry over

[] Tie Mod 3 findings in with Jordan & Walker
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ARTEFACT WORK (Saturday)

[J Read through Scheme of Work and input into general Artefact (Part
2) document

[ Database of ensemble numbers completed (for now)
[] Create listening lists using the database

[ Create list of compositional & harmonic devices using the material
covered in Year 1 & Year 2

[J Complete the document containing the list of music theory &
musicianship skills

[ Create the template for the preparation of each piece covered
[] start the document compiling resources used (canons etc)

[J Compile musicianship/ theory pack for Year 1 term 1 and Year 2
term 2 - will give out in week 4 of term

READING WORK (Saturday)
[ The case for a database of musical repertoire

[J The Ensemble sound: Towards a curriculum for developing
ensemble-based singing strategies

[ chapter 3 from Nelson (for Know How, What and That)
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Reread-portfolio-to-link-to-next-point
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—Josh-suggested-a-matrix-of some-sort)

Provide-clarity-on-the-word-‘preparatory—portfolios-versus
artefact:

e Perhaps some of the artefact is part on the portfolio /
referenced within the portfolio

e Ensure methodologically distinct & clear. Check in with overlap

[J Showcase more of the Artefact, particularly prep work (tied to
above point)

e |mplications considered more widely in relation to Aims,
Objectives & LO

e RESTRUCTURE ALL LITERATURE TO CUT WORD COUNT IN
PROJECT REPORT

RereadHiterature-part-of-both-portfolio-& project-report
Create document for cut words - be ruthless!!

Decide-on-and-highlight sections-of-portfolio-where-artefact
can-be-included!
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[ Project design / reflection on practice
3 Project set up
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[3 Braindump on Blunstein article
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PROJECT PLANNING OVERVIEW
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= Content focus
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1500 words + creating artefact
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FINALISING - 3 days!

== Overall mini deadlines

All lectures watched + project overview
2500 words written

3500 words written

Portfolio draft finished

1000 words written for Project report
2500 words written for Project report
4000 words written for Project report

Full draft ready to submit

SUBMIT OCTOBER 30th
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Concrete
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(CE)
' Prehension

4
Active Reflection
Experimentation Observation
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Abstract ‘1

Conceptualization
(AC)

Figure 1. Kolb’s Experiential Learning Model. Four stages of
learning construction CE, RO, AC, and AE leading to two phases
by which knowledge is constructed, the Prehension Dimension
(CE&GAC), and the Transformation Dimension (ROGAE).
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MUSICAL

Top Hat

Carousel

Annie Get Your Gun
Kiss Me, Kate
South Pacific
South Pacific
South Pacific
Guysand Dolls
Guysand Dolls
Oliver

Grease

Les Miserables
Natasha, Pierre and The Great Comet of 1812
Hadestown

ENSEMBLE SONG

Finale

Blow High, Blow Low

There's No Business Like Show Business
Another Op'nin', Another Show
I'm Gonna Wash That Man...
There Is Nothing Like ADame
Honey Bun (reprise)
ABusheland APeck

Take Back Your Mink

Food, Glorious Food

We Go Together

LookDown

Letters

Why We Build AWall

YEAR
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1935 Golden Age/ Jazz
1945 Golden Age
1946 Golden Age
1948 Golden Age/ Jazz
1949 Golden Age
1949 Golden Age
1949 Golden Age
1950 Golden Age
1950 Golden Age
1960 Golden Age
1971 50s RocknRoll
1980 Mega Musical
2012 Contemporary MT
2016 Contemporary MT
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MUSICAL ENSEMBLE SONG YEAR CLASSIFICATION
Les Miserables Look Down 1980 Mega Musical

Natasha, Pierre and The Great Comet 0f 1812  Letters 2012 Contemporary MT
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MUSICAL

Hairspray
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Come From Away
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You Can't Stop the Beat
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Our Time

New Music
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Finale (Someday section)
Shadowland
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Solla Sollew

I1f Only
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When | Grow Up
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It's Time to Dance
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MUSICAL
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1650 Broadway Medley
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MUSICIANSHIP / MUSIC THEORY

What concepts do | want to prepare using
Metre: this repertoire?

Tonality:

What concepts do | want to present using this repertoire?

What concepts do | want to practice using this repertoire?
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TABLE 1. Exemplary overview of proposed register classifications.

Author ‘ Year Count Terms

Zacconi 1596 2 voce di petto, voce di testa

Garcia 1847 3 voix pointrine, registre de fausset, registre
de téte

Behnke 1886 5 lower thick, upper thick, upper thin, upper
thin, small

Van den Berg 1963 3(+2) | chest, head or mid, falsetto (main registers)
Strohbass, whistle (further registers)

Vennard 1967 3 chest, middle, head (females)
Chest, head, falsetto (males)

Hollien 1974 3 pulse, modal, loft

Miller 2000 4 chest, middle, upper, flageolet (females)
Chest, full head, falsetto (males)

Roubeau 2009 4 MO (fry), M1 (chest), M2 (falsetto), M3

(whistle)*

* The terms in parentheses were added by the author in order to increase readability; see Table 5

in Roubeau for a complete list of synonyms.
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Exercise 1:

Exercise 2:

Stand with your feet a shoulder’s width apart. Feel your soles, imagining roots
growing into the floor. Lean slightly into all directions (like a tree in the wind).
Keep your feet on the floor and hold your spine erect. Gradually find the middle

of your body and feel as if you are standing in the very center of a circle.

Make circular movements with your feet, shaking them loosely. Make circular
movements with your hands, stretching them in all directions; imagine it is au-
tumn and the last apples (pears, plums) are to be gathered from the trees. Don’t

forget those that hang high up to the left and to the right.
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Exercise 4:  Stand upright, arms hanging freely at your side. Slowly, one at a time, rotate your
shoulders backwards: right shoulder four times, left shoulder four times, and

then both shoulders together four times.
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Exercise 5:

Stand upright, arms hanging freely. Keep your head and neck up (as they were
when you were a marionette), and look straight ahead. Now look over your right
shoulder, stay like this for a moment, breathe out, and come back to your initial
position. Look over your left shoulder, stay like this for a moment, breathe out,
and come back to your initial position. When doing this exercise, your eyes

should follow a horizontal line.

NOTE: Every singer must decide for himself or herself how much stretch-
ing should be done. Imagine Pinocchio, with his long nose, looking about him
curiously. The movements should be done slowly, and the shoulders should not

participate in the rotation.
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Exercise 6:  The Royal Salute — Move your head slowly to the left and bow it gracefully (like

a king or queen). Repeat the same movement to the right.

NOTE: This exercise can be done in a sitting position as well. Rotating

movements of the head should never be done with the head bent backwards!




