When warming up the voice, using a goal centered technique is ideal. I found that warming up with gentle techniques like dusting my voice helped and allowed me to be able to ease my way into rehearsal. It also became apparent to me that I lack commitment to my louder voice and tend to shy away when it comes to belting. This is something remedied by the baby cry. The practitioner Michael MacCallion explains how the baby cry is never ending without wear and fatigue, as opposed to going to a concert and singing at the top of our lungs. He goes on to say it is because “the baby has yet to learn how to get in the way of its own proficiency” (MacCallion, 1998). This was even helpful when lying on the floor as it allowed us to not have to worry about gravity pulling us down and to just allow our voices to project, another technique by Michael Maccallion. Something that helped this process was visualizing a beam coming from us as we sang, drilling a hole through the ceiling.
When deciding on a song it was hard to find something not only that was in my range but also something that I connected to on a personal level. I personally find that when choosing songs, I tend to lean more towards ballads as the slower tempo is easier to find feeling within. This time however, I decided to step out of my comfort zone and choose a song that was more upbeat and allowed me to play more as the character and have a funnier side to my performance. As this was something I found difficult to get a handle on I found working with extreme states of tension helped a lot as it gave me an idea of where I could take it if I were to push it to its full extent. This was playing with states of tension and overexaggerating them to give my character (Glinda in Wicked (Shwartz, 2005) singing Popular) an outlet to be big and expressive. The ones that I found best for this character were ‘laid Back’ and ‘one movement at a time,’ also known as Virgin Mary acting, as this works for the character in the context of the show. However, I found that playing with the tension level labeled as ‘there's a bomb?’ was also helpful as it gave the character a more erratic feeling. This helped me develop a “physical shorthand that will enhance my ability to switch from one to another” (Wright, 2004). 
[bookmark: _Int_hdJqBIKV]When it came to deciding on a song that had a complete contrast to the other one, I found that using my preference to more emotional songs would help in this case as it would show complete difference to the other song chosen. With the song As Long As He Needs Me (Bart, 1960) I found that I could really connect with my character a lot more on an emotive level, however, I found it hard to find a fixed point of focus and felt as though I was losing where my words were directed. This is where using Stanislavski’s 3 circles of attention proved especially useful. These are internal (the actor’s mind), communicative (contacting the audience or other characters) and finally ethereal (talking to a higher power above). The reason this is useful is because it gives us as actors the “ability to focus and to control and direct concentration” (Benedatti, 1998). It also helped me with picturing the person who I was talking to and what emotion I would feel towards them in certain events of the song and connecting to those emotions.
[bookmark: _Int_EMlHcayn][bookmark: _Int_1sh52EXl]When we researched into different composers and lyricists, one that stuck out due to his vast work was Stephen Sondheim, his work showed differences with emotion and played with the idea of almost surrealist feeling and even went as far as making the audience think about what they had seen. I really enjoyed my research on Sondheim especially when it came to Follies. This is because it demonstrated how the lives of many people who we believe are not at all interesting can be full of incredible wonder. It was also a breath of fresh air to watch a performance where most of the cast were older. This is because in today's media older characters tend to only be used to offer wisdom or to be comic relief, but to show the lives of these people before they began to go grey and when they were in their prime, it was nice. A quote that I really find encapsulates the ideology of follies is “the brevity of remembrance scenes between the mechanical rumblings and the nostalgic mood we had in mind” (Sondheim, 2010). 
When performing in a choral setting there were many different skills that were required to get the desired outcome, there was not just the accompaniment that had to be listened to too, but it was also the other performers. I found that this setting I was more comfortable in, as I have more security and it feels as though we are all raising one another up, so if a mistake is made it can be easily remedied as opposed to singing solo. However, having  and “using your self-awareness, you can begin to hear when you are getting the notes right and when you are not” (Rowbury, 2009), can become a bit of an issue as it begins to get harder and harder when there are not many people singing the same notes or sequences as you, this is something that I had to learn and it was a skill I had never needed before. Being able to hear ‘my part’ over the other voices was difficult at first but as I became increasingly comfortable with the piece (Sweet Charity’s, Rhythm of Life (Coleman, Fields, 1966)) my ability to hear my fellow singers who were doing the same parts as I grew more attune to. 
When reviewing my work over the course of this module there were moments where I overestimated my ability, this however did put into perspective what I needed to work on and how I could grow my abilities. I realized that I am more confident when I am using my head voice as I have a lot more control, but, when I was singing using my chest voice and then bring up into the belt that is held right on my bridge between that lower and higher range, I found it sounded more raw and full of a lot more emotion, this worked well for my Oliver piece as that song requires that raw emotion. Whereas for Popular I could have found a song that fitted better in my range, as my voice is prone to cracking on the final note, and that song requires an immaculate control over that bridge that I need to work on. On the other hand, however, when i was singing in the choral I found that my ability to hit the higher soprano notes were a lot more tangible as they were in my head voice.
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