
PERFORMANCE TRAINING IN MUSICAL THEATRE 

A PROFESSIONAL PROBLEM 

by 

JOHN BENJAMIN WARRINER, B.A., M.F.A. 

A DISSERTATION 

IN 

FINE ARTS 

Submitted to the Graduate Faculty of 
Texas Tech University 

in Partial Fulfillment of 
the Requirements for 

the Degree of 

DOCTOR OF PHILOSOPHY 

Approved 

Accepted 

May, 1992 



AC LB 

Copyright, John Benjamin Warriner, 1992 



CONTENTS 

PREFACE iii 

I. INTRODUCTION 1 

II. OBJECTIVES AND STRUCTURE OF THE MUSIC THEATRE 

AUDITION AND PERFORMANCE COURSE 10 

III. EVALUATIONS AND CONCLUSION 22 

SELECTED BIBLIOGRAPHY 32 

APPENDICES 

A. A HANDBOOK FOR MUSICAL THEATRE AUDITIONING 

REHEARSAL AND PERFORMANCE 35 

B. EXCERPTS FROM EXERCISES AND RESULTS 72 

C. COURSE SYLLABUS 82 

D. STUDENT QUESTIONNAIRES 84 

E. STUDENT COMMENTS 88 

11 



PREFACE 

The text of this professional project is structured for as 

a handbook for performers interested in pursuing musical theatre 

performance training. As a handbook, the materials presented are 

meant as guideposts towards unifying the elements of musical theatre 

performance. The specific elonents of acting, singing, and movonent 

are treated not as separate entities but, rather, as interrelated 

techniques that borrow from one another. 

The ideas and materials presented in this handbook are drawn 

from specific sources as well as my own information found upon 

study and professional experience. I have synthesized the findings 

and theories of various artists and writers into course content 

that relates directly to the training of the musical theatre 

performer. What remains unique in this approach is the use of 

acting skills combined with a personal involvement with the material, 

This combination is incorporated into the delivery of songs and 

performance of musical theatre scenes. The approach is unique 

because of the lack of specific materials currently available that 

stress integration of technicjues in musical theatre performance 

and specific exercises for use in musical theatre performance 

training. 

My findings in this handb(X)k are subjective and represent my 

own opinions about the material. The information presented is 

not meant to cover the history of musical theatre performance but 

rather, the potential for training in an academic as well as 

• • • 
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professional environment. I have targeted the experience level 

of users of this handbook at the college level, with at least some 

technical training in acting and singing and actual stage performance 

experience. 

Through the process of working toward my doctoral degree, I 

became aware of the need of a musical performance technique that 

spoke to me on a personal level. I found that my new training 

spoke directly to my shortcomings and needs, as well as uncovering 

abilities in performance of which I was not yet aware. I felt 

that my growth as a performer started to take direction, as did 

my understanding of the need for the self in performance and how 

it directly related to my work as a director, choreographer, and 

instructor. 

To fulfill the dissertation recjuiranent, I chose a professional 

problem because of the diverse interests that I have in the field 

of theatre arts, both as an academic and a working professional. 

I chose the area of musical theatre performance for this study 

bec:ause of a practical need that I had in my own performance 

inadequacies. By teaching a course on musical theatre, I was able 

to take a more objective look at what makes a performance "click." 

I needed to test whether there were actual exercises and techniques 

that performers could use in presenting the strongest sides of 

their own personalities, as well as integrating their technical 

skills. 

This professional problem has allowed for an opportunity to 

explore many newly learned theories, as well as to test some of 
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the ideas that I was unable to use in previous training programs 

and performance opportunities. The guidelines regarding the 

professional problem in the hand-out, "The Dissertation Requirements 

for the Ph.D. in Fine Arts," state: "The nature of the project 

pursued by the student should be one in v^ich knowledge and innovative 

procedures can be established for the mutual benefit of the student 

and the discipline involved." By creating a course that ventured 

to attack problems directly within musical theatre performance 

training, I was able to work on my own development as a performer 

and teacher, as well as to present and explore ideas that set up 

a dialogue with the eight students enrolled in the class, as well 

as with students of the future. 



CHAPTER I 

INTRODUCTION 

Performers in the contemporary theatre market are continually 

faced with grim roninders of the lack of work available to them. 

With an increase in individuals looking for theatre work and fewer 

and fewer being hired, today's performers must take steps to enhance 

their possibilities of employment. To this end, versatility in 

performance abilities is not only helpful, but it is also a 

prerequisite to survival. 

To be considered truly versatile, a performer's abilities should 

never be assumed to be perfected but, rather, continually tested 

and worked. The precarious nature of theatre is such that the 

theatre performer is usually in a state of uncertainty over where 

his next job might be. Even seasoned veterans with years of exposure 

and experience are called upon to prove their worth. The audition 

process is an inescapable part of performance. The process truly 

is a means to an end—that is, being cast. 

Theatre performance, as well as the auditioning process, is ^ 

built on the fundamental premise of displaying to the audience 

the ability to work in variables. A performer must always have 

the resilience of a chameleon, able to change as each separate 

job dictates. There is an important aspect to performing that 

requires artists to look at their work as a whole, rather than 

in separate units. One characteristic of a strong performer is 

the ability to bring a united sense to his or her work that does 
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not focus on a single aspect of his or her singing or movement 

technique, but rather on the entire product of his or her stage 

existence. The variables involved run the gamut from voice production 

to audience response, without singling out one element as more 

important than another. 

By the nature of the art of performing, versatility is the 

key in displaying emotion, showing skills, and portraying characters 

on stage. A performer's use of imagination is critical in both 

the audition and performance process. Imagination allows the 

performer to make a variety of choices that demonstrate a thinking 

actor as well as a technically proficient one. Julianne Boyd, 

noted for directing musical revues such as Eubie on Broadway and 

A . . .My Name Is Alice off-Broadway, states: "No matter what 

I' m doing, I'm looking for someone with charisma." She aims to 

cast the performer "who sparkles, someone who makes definite choices. 

Even if it's the wrong choice, someone v^o makes choices." To 

Boyd, making choices means that the actor is a "thinking creative 

performer."1 

Perhaps no other performance genre requires such a blatant 

display of versatility than that of musical theatre, built on a 

foundation of drama, music, and dance. Because of this eclectic 

nature of musical theatre, performers in musicals are accordingly 

asked to show ability in acting, singing, and dancing. Though 

the specific demands of ability in these areas vary from role to 

role, the requirements for versatility in musical theatre are clearly 

laid out by musical theatre writer and editor Glenn Loney: 



One thing is clear about making a 
career in American musical theatre today— 
it is no longer enough to be trained only 
as a dancer, a singer, or an actor. 
There was a time when musical producers 
could afford large casts. Stars and 
featured players often neither danced nor 
sang—or at least not very well. In 
recent years, this situation has changed— 
has changed dramatically. 

As Loney points out, v^ile musical productions of years past 

could hire separate groups of singers, dancers, and actors, today's 

professional musical productions do not have the same luxury. 

Both econonics and changes within the structure of the genre have 

dictated the advent of musicals with smaller casts. Performers, 

thus, need to be comfortable in all aspects of musical theatre 

perfoimiance. A breakthrough choreographer-director of an earlier 

era, Agnes de Mille, advises today's performers to "learn acting. 

Leam both modem dance and ballet—and some tap. Learn to play 

3 
a musical instrument." 

A ccrnnon complaint among musical theatre professionals is 

inadequate training and poor influences on many of those attempting 

to find work in professional theatre. The late director-choreographer 

Michael Bennett noted: 

Kids are still coming to New York from 
all over the country. They are the 
products of the kind of training they got 
where they grew up. This means they have 
certain strengths and some weaknesses. . . 
young performers are losing a sense of 
tradition in the theatre. They get their 
values and ideas from television and films, 
And, with that, there's a loss of some 
performance values—a sense of discipline, 
of regular practice, of responsibility to 
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others—that used to be important in the 
theatre. 

Prolific director-producer Harold Prince warns that when students 

make their way to New York from a small school v;here the drama 

teachers and students are isolated from professional work, heartbreak 

may be waiting. "I don't know how you can prepare yourself for 

the rude awakening," Prince says, "if your frame of mind is how 

pleased you are with your success in college theater." 

The need for training performers in musical theatre skills 

is a problem that more and more theatre training programs are 

confronting. Both theatre and music departments are increasing 

their awareness of the need for preparing performers to meet the 

changing needs of the musical theatre profession. 

This dissertation project proposes a way of thinking about 

musical performance training that stresses unification. The synthesis 

is achieved by integrating the skills of acting, singing, and movement 

into a separate performance skill that is specifically geared toward 

music theatre auditioning and performance. By bringing together 

the separate skills required for musical theatre, performers establish 

a mind set that allows for tighter focus on their work. Performers 

are afforded the opportunity to work toward a specific goal in 

musical theatre performance, rather than relying on their separate 

skills to come together on their own. 

The purpose of this study is to examine the potential for training 

performers through a synthesizing process that stresses the 

utilization of learned skills in acting to help them in the specific 
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demands of music theatre acting, singing, and movement. This process 

is the basis of a professional problem undertaken by the writer 

with a Musical Theatre Performance class in the Fall of 1987. 

Eight students enrolled in the class—four men and four women. 

All students had some prior experience with musical theatre. All 

students had either taken or were in the process of taking classes 

in acting, singing, and dancing. The class met for an hour and 

a half twice a week for fifteen weeks. The nature of the class 

allowed for individual exploration of musical theatre skills based 

upon each participant's proficiency level. The demands stayed 

within realistic guidelines to allow for growth without the student's 

becoming overwhelmed by the material. 

The history of musical theatre performance is rooted in 

individuals' utilizing more of themselves in their work, rather 

than relying primarily on traditional analysis. More often than 

not, in musical theatre, characters are not given a great deal 

of depth as individuals in the book of the musical. The structure 

of musical theatre is such that characters are not given the 

opportunity, as they often are in straight plays, to establish 

themselves through pages of dialogue. Instead, it is the performer's 

responsibility to heighten energy, increase the notion of immediacy, 

portray his character with a sense of honesty, and make a strong 

connection with the audience. A fundamental way to explore this 

process is by bringing more of the self into performance. Harold 

Prince echoes the notion of honesty in performance, urging the 

performer in auditions "to stand stone-still and just sing that 
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song with honesty 1 Or honestly read that scene, without 

over-emotionalizing or trying to knock people dead." Prince speaks 

for many directors who want to see the individual when he states, 

"What everyone is looking for is a performer who creates some kind 

of honesty and truth." 

Performers in musical theatre rarely have the combined technical 

proficiency of an opera singer and ballet dancer in addition to 

their acting skills. While technical skills in singing and dancing 

are important to musical theatre, they should not detract from 

their true purpose in musical theatre—as communication tools. 

Technique has the ability to get lost in itself when it is transferred 

to performance with little attention paid to the reasons that a 

character is onstage. While the technical demands placed on the 

performer vary from production to production, it is important for 

the individual to work within a frame that can adequately meet 

those donands. This process, therefore, stresses the importance 

of making realistic demands on the performer in terms of his own 

technical abilities. As such, the performer is afforded the 

opportunity to utilize his abilities as an individual in his acting, 

singing, and stage movement and dancing. While still enhancing 

his technical abilities, the performer expands on current skills 

by adding the dimension of personality, making him more confident 

in his delivery. This process works to create a self-dramatized 

performance that combines both the strengths of technical skills 

with the unique personality of the performer. By combining these 

strengths, the performer iDecomes an individual contributor to an 
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art form, rather than an expendable commodity in a market flooded 

with hopefuls each vying for his or her turn in the spotlight. 

The core of this project attempts to focus both information 

and exercises in musical theatre performance into a base from which 

to grow. The material presented to students in the class was 

information with which they were not yet acquainted. The information 

they brought to class in musical theatre was garnered through 

performing in musicals on stage, but not from a specific class 

on musical theatre performance. In his text, Auditioning for the 

Musical Theatre, Fred Silver emphasizes the need for training in 

musical theatre: "Most actors and actresses gain their education 

about performing and auditioning in musicals in much the same way 

they got their first sexual insights—either through trial and 

error, or through the misinformation of their peers." 

The chapters that follow represent discoveries and observations 

resulting frcm a semester of working with performers in a process 

of unifying musical theatre performance skills. Chapter II, 

"Objectives and Structure of the Music Theatre Audition and 

Performance Course," outlines the application of the project as 

experienced through a performance course. Chapter III, "Evaluation 

and Conclusion," provides a personalized summation of the resolutions 

and implications of the project. A list of references is followed 

by appendices that contain: A Handbook for Musical Theatre 

Auditioning, Rehearsal, and Performance; excerpts of exercises 

and results; a course syllabus; a student questionnaire; and student 

comnents. 



This professional problem remains a subjective endeavor and 

does not attempt to proclaim itself as definitive in the training 

of the musical theatre performer. Rather, the course materials 

and information stated in this dissertation are presented as one 

means of approaching an educational and professional issue in 

contemporary fine arts. 
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^Ibid. 

^Ibid. 

^Ibid. 
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Fred Silver, Auditioning for the Musical Theatre, (New York: 

Penguin Books, 1988), p. 9. 



CHAPTER II 

OBJECTIVES AND STRUCTURE OF THE MUSIC THEATRE 

AUDITION AND PERFORMANCE COURSE 

Performing in musical theatre is first and foremost a process—a 

process that relies on technical skills, perseverance, instinct, 

knowledge of the subject, and, most crucial of all, imagination. 

It is important to keep each of these requirements in mind while 

exploring the individual units of study described in this chapter, 

and detailed in Appendix A. None of these units is an end to the 

process by itself; rather, each is an element toward developing 

a wholeness as a musical theatre performer. 

The course content covered in this professional problem is 

designed to guide performers in developing musical theatre skills, 

making them more comfortable with the demands of the genre. The 

nature of the class was structured around general guidelines about 

music theatre performance, including historical relevance, stylistic 

considerations, and the place of musical theatre in contemporary 

professional theatre. This information was not presented as lecture 

material but, rather, treated as group discussion material that 

dealt with each topic as it related directly to each individual 

student. The individual units of course study in the class were 

presented with both specific lecture material and classroom 

participation through discussion and performance. Coursework in 

both general guidelines and specific units of study is structured 
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around the following objectives. These objectives are specific 

goals I used to structure the performance course. 

Unification 

The first objective is to unify skills in the areas of acting, 

singing, and movement in relation to music theatre performance. 

The focus of this unification will be on performers' utilizing 

learned acting skills and incorporating them into song, movement, 

and musical theatre scene work. Unification of separate skills 

and techniques pulls together the force of a musical theatre 

performance. Musical theatre performance has much to do about 

size—size that creates an expanded sense of real life. By pulling 

together the conventions of both singing and dance into an acted 

performance, the performer is helped immensely in creating that 

size. Foster flirsch echoes this sentiment in musical theatre 

performance: 

. . . the performance of a musical has to 
protect its stylized activities of singing 
and dancing. Acting in musicals has 
evolved its own conventions, which are 
different from those for straight plays. 
When it is not well done, a musical theatre 
performance can seem tiny and hollow; solid 
musical theatre acting, on the other hand, 
should have the same weight as acting in a 
drama: different from if not always larger 
than life, musical acting is acting in a 
frame, performing with traces of self-
consciousness. Creating a character in a 
musical comedy or musical drama requires 
supercharged energy and size—going out , 
there and selling musical theatre itself. 

U 



Individuality 

The next objective is to work toward developing characterizations 

that utilize more of the actor in performance, as opposed to pushing 

character. This objective promotes the freedom in students to 

explore their own personality traits and to connect them to the 

material and then to the audience. By its nature, musical theatre 

is not true to life, because its characters may burst into song 

and dance throughout the telling of a story. With the characters 

living in a stage world that is not true to life, their existence 

becomes less important than the existence on stage of the flesh 

and blood performers communicating to the audience a sense of why 

they are there. The musical theatre performer must develop a duality 

in each role he or she undertakes, where both the character and \ 

the individual performer merge to comment on each other. Without \ 

an individual approach to each and every role, the performer runs 

the risk of imitation and a sameness in his or her characterizations. 

The personal investment of the individual in musical theatre 

performance is a prime example of the "fantastic realism" that 

Eugene Vakhtangov calls for in the theatre. In excerpts from 

conversations held with his disciples during his final illness, 

Vakhtangov states: 

In the theatre there should be neither 
naturalism nor realism, but fantastic 
realism . . . there should be no moods 
in the theatre. There should be pure 
joy and no moods. Although there is no 
such thing as theatrical moods . . . 
Meyerhold is the only one of all the 
Russian directors who has the feel of 
theatricality . . . The removal of 
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theatrical banality with the means of 
the conventional theatre led Meyerhold 
to genuine theatricality, to the formula: 
the audience should not forget for one 
single second that it is in a theatre . . . 
The audience should never be deceived. 
The singers should always stress: I am 
singing and that is why I am performing 
on the forestage. 

The content, form, and material inherent in musical theatre 

are in harmony in much the same way outlined by Vakhtangov. The 

conventions of the theatre are in direct observance of the audience, 

yet the illusion goes beyond mere play-acting. Vakhtangov sees 

the necessity of a personal approach taken by all artists associated 

with a given production. The self-aware musical theatre performer 

would do well to heed the teachings of Vakhtangov, "not only to 

strive to play well, to excel, but also to feel one's attitude 

to the character and to history as a v^ole." 

The final goal of this project is to give musical theatre 

performers a handbook that includes information and exercises that 

relate directly to the previously outlined objectives. The handbook 

incorporates materials and objectives that are intended to help 

free the musical theatre performer from both self-induced and 

influenced constraints. 

Explored in detail in Appendix A, the handbook for this project 

is divided into four sections: 

Auditioning for Musical Theatre 

Within the context of auditioning, this section deals with 

a separate skill within itself. The primajry objective is to look 
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at auditioning from the perspective of a specific skill and to 

treat the development and conditioning of that skill accordingly. 

Many musical theatre performers complain of their inability 

to audition well, precisely because they have not taken a look 

at the components that create a good auditioner. Much like every 

other skill, auditioning takes practice. The practice is the actual 

audition itself and should be self-evaluated and prepared for like 

any other performance. 

Countless performers are petrified at the thought of having 

to sing at an audition. So concerned are they of sounding just 

right that they forget their purpose of auditioning—to show those 

who are potentially casting thera that they can create a life on 

stage that shows their talent and potential to communicate to an 

audience. In his text Audition, Michael Shurtleff offers this 

advice on singing the song: 

The most important element in singing at 
auditions is not the forming of sound but 
the creation of a relationship. Just as 
it is in the readings. Most singers don't, 
which is why they are dull and lifeless, 
concerned as they are with making notes 
and pear-shaped vowel sounds. Audiences 
are concerned far less with the quality of 
voices than with the emotional life that \ 
is being created. The great singers of \ 
popular music are not those with the 
greatest voices but those.who know how to 
communicate feeling . . . 

Specific objectives and methodology for this unit include handout 

materials, lecture, and class discussion on where to look for song 

material, what material to avoid, pointers, and breakable rules. 
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Crucial to this unit is individual presentation of audition material 

at the beginning of the course, and then periodically throughout 

the duration of the course to monitor the development of this specific 

skill. 

Song Delivery 

This section broaches the treatment of the song as drama. 

Areas covered are: basic elements of show music; finding character 

relationships to the material; and utilizing the forces of imagery, 

emotion, and imagination. VJhen treated as dramatic material, the 

musical theatre performer is allowed to combine the techniques 

of singing and acting in delivering a song to an audience. As 

drama, the song beccmes a monologue when it is a solo and a truncated 

scene when more than one person is singing. 

Song delivery requires a thinking performer, one who is concerned 

not only with the technical aspect of notes on a page, but also 

with the truth of expression that the song evokes. Oftentimes, 

musical theatre performers are overly concerned with the sound 

being created in a song and overlook their main objective: to 

communicate. It is the sharing of some part of the human experience 

that every performer must strive for. This section covers material 

that stimulates the performer into thinking about a variety of 

ways to approach that sharing. 

Stephen Sondheim, whose material provides inmeasurable rewards 

for the performer, stresses the importance of words in a song: 

. . . lyrics are like doing puzzles. You 
try to make the language dance, not only to 
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your own tune, which is a metaphor, but to 
the actual tune that's there. You try to 
make words sit on music, to rhyme them, to 
make jokes land, to use literary techniques 
. . . because lyric writing makes you deal 
with so few words and the language is not 
so elastic when sung—unlike Italian—it 
becomes very crossword puzzle-like. You 
find that there is only one word that could 
possibly fit with the right stress and the 
rightj-pauses in. So you're stuck with that 
word. 

A primary objective within this section is to help the performer 

work against delivering a song as a literal interpretation of the 

lyrics. Too often a performer interprets a song based upon a general 

mood created by the lyrics and tempo. By placing immediate opinions 

about a song on its delivery, the performer often misses the subtlety 

and layering of emotion that a dramatic reading of a song can give. • 

This sections leads the performer toward finding finding the intention 

of why he or she is delivering a song and its dramatic purpose, 

whether in or out of context of an entire musical production. 

Lyric Scoring 

This section continues the concept of working against a literal 

interpretation of song lyrics by creating an entire text to a song 

that represents the performer's inner stimulus to sing, and thus, 

put across a particular message. 

The concept of lyric scoring provides the performer an opportunity 

to develop a complete subtext, a text that is mentally underneath 

the lyrics—a story that goes beyond the literal. The subtext 

of a lyric gets at the underlying truth of a song. By finding 

16 



the truth within a song, the performer can express the emotional 

core of a character that is often masked by the lyrics. 

The primary objective of this section is to find the subtext 

of a given song through the process of five technique exercises 

pertaining to a ballad, each exercise leading the performer through 

the development and delivery of a unspoken text along with sung 

lyrics. The text remains unspoken but is delivered by the performer 

through a mental process that creates a reason for singing the 

song and allows the performer the motivation to move. Many performers 

sing with virtually no movement at all—or add unnecessary movement— 

that has nothing to do with the communication at hand. Lyric scoring 

helps the performer become concise with his or her choice of movement 

and find the purpose behind any given hand gesture, walk, or facial 

expression. Each scoring attempt is unique and individual to the 

performer, eliciting his own choices toward developing the subtext 

on any given set of lyrics. 

Scoring his or her material allows the performer to keep the 

thought process of delivering a song immediate and progressing 

forward. To aid in bringing the material forward, one objective 

in the five technique exercises is the use of action verbs, which 

are often not found in the actual lyrics. Action verbs are crucial 

in developing an actor's motivational process. In his account 

of the Stanislavsky Method, Eugene Vakhtangov puts into context 

the notion of "will action" as it relates to lyric scoring: 

Therefore the actor, Stanislavsky taught, 
must think first of all about what he wants 
to obtain at a particular moment and what 
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he is to do, but not about what he is going 
to feel. The emotion, as well as the means 
of its expression, is being generated 
subconsciously, spontaneously, in the process 
of executing actions directed towards the 
gratification of a desire. The actor must, 
therefore, come on the stage not in order to 
feel or experience emotions, but in order to 
act. 'Don't wait for emotions—act immediately,' 
Stanislavsky said. An actor must not simply 
stand upon the stage, but act. Every action 
differs from feeling by the presence of the will 
element. To persuade, to comfort, to ask, to 
reproach, to forgive, to wait, to chase away— 
these are verbs expressing will action. These 
verbs denote the task which the actor places 
before himself when working upon a character, 
while the verbs to become irritated, to pity, 
to weep, to laugh, to be impatient, to hate, 
to love—express feeling, and therefore 
cannot and must not figure as a task in the 
analysis of a role. Feelings denoted by these 
verbs must be bom spontaneously and 
subconsciously as a result of the actions 
executed by the first series of verbs. Desire 
is the motive for action. Therefore the 
fundamental thing which an actor must leam is 
to wish, to wish by order, to wish whatever is 
given to the character. 

Vakhtangov's interpretation of "will action" is the basis for 

lyric scoring and is a theory that can be put into actual practice 

by the musical theatre performer. Perhaps what is most valuable 

in the performer's exposure to lyric scoring is the way in which 

this process reaches the mind set of the music theatre performer. 

By exploring a reality beyond the literal statement of the words, 

the performer becomes more open-minded about the variety of 

possibilities in the interpretation of a song. 
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Musical Theatre Scene Work 

The final section of the handbook incorporates the unification 

of singing and acting in its most conventional sense through the 

use of actual script and actual song. The primary objective of 

this section, however, is to go beyond a conventional sense of 

singing and acting and to work toward incorporating previously 

covered elements of singing into scene work, as well as finding 

ways to treat the transition from scene into song with elements 

of acting. 

This section addresses the unique qualities in performing scene 

work from a libretto as opposed to a play script and investigates 

the following objectives: 

1. Action—to find the events in the scene. 

2. Plots and characters—understanding and choosing character 

actions versus plot actions. 

3. Time, place, and dramatic sequence—to use these elements 

as guides to drive the action forward and lead toward a goal. 

4. Scene-to-Song Transition—to make the song a natural 

development within the dramatic context of the scene, extending 

the dialogue into the song without telegraphing to the audience 

that a song will take place. 

Performers in music theatre often play scenes as if they were 

written as play scripts. The problem with this approach is that 

scenes from play scripts build differently than musical scripts. 

Musical scenes are so truncated that the build comes quickly, 

and if the scene is treated like a play, the performer can easily 
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miss the crucial elements that propel the action forward. The 

late Lehman Engel, a major force in the American theatre, points 

out the unique quality of the musical libretto: 

A libretto, of course, is not a play. It must 
in the first place be highly compressed and 
able to make its important points succinctly. 
Song is elongated speech and therefore consumes 
more time in saying the same thing. In 
addition, there must be time for reprises that 
may be essential. Also, music can instantly 
create an atmosphere, set a mood, or convey a 
spirit that would otherwise require a great 
many words to do. Sometimes a single musical 
number can do the work of an entire scene of a 
play. 

By investigating and performing musical theatre scene work, 

this section attempts to further the performer's understanding 

of the particular nature of the work at hand. 

In summation, the goals and objectives of this professional 

probl^n represent interrelated concepts revolving around the struggle 

to nurture the music theatre performer. This struggle is particularly 

difficult in a professional world fraught with econonic uncertainty 

and artistic shortsightedness. This project may have some influence 

on the music theatre performer toward becoming a professional, 

who is at once aware of the demands and restrictions of performing 

in the music theatre field, as well as having a unique individual 

who is not afraid to present the strongest parts of his or her 

own identity. 
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CHAPTER III 

EVALUATIONS AND CONCLUSIONS 

There is no way to develop talent, only to 
invite it to be released. It's a mysterious 
gift, no more equally distributed than bright 
sunny days over a year. The teacher of the 
actor is like the teacher of small children. 
He looks for the right steps for each student, 
and when the student is about to make his 
discovery, the teacher must disappear. . . 
Take a child who has a pile of blocks but 
can't find a way to make what he wants out of 
them. If the teacher guides him in making 
the shape the child wants to make, he should 
disappear when the child is about to take the 
definite step. By taking this step himself, 
the child discovers his own thoughts. In the 
development of an actor, the teacher tells 
the student that if he continues to study in 
this direction, he will come to the point 
where he will recognize when he is performing 
truthfully. The teacher has already fixed 
what is true beforehand. The student hasn't. 
Eventually, the student only learns what is 
true for the teacher. 

Meeting the demands of music theatre performance is a never-ending 

process. In addition to maintaining and expanding upon skills 

in acting, singing, and dance, the music theatre performer needs 

to remain up-to-date on the changing scope of musical theatre. 

As ccrapetition continues to grow in a market that hires a limited 

number of performers, keeping abreast of all aspects of professional 

musical theatre is not only useful, it is imperative to survival. 

In addition to being technically versatile in acting, singing, 

and dancing, the professional musical theatre performer must show 

his or her versatility in working in a wide variety of performance 

situations and conventions. Proficiency on stage must be equally 
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matched with an attitude and work ethic off stage that further 

complements and fully evolves the performer's talent and performance 

ability. 

This project has examined a way for music theatre performers 

to examine their new and learned skills in a way that stresses 

unification of those skills, as opposed to looking at acting and 

singing as two polarities. Central to the unification concept 

of musical theatre performance is the nurturing of individuality, 

allowing the performer the freedom to seek out the qualities within 

thonselves that are unique and electrifying. 

The information, procedures, and exercises approached in this 

project address concepts that take a dedication and a willingness 

to look at learned•skills as a means of working toward a well-rounded 

performance package. The concept of unification within this 

performance package deals with integrating supposed opposites, 

such as relaxation/tension, subtlety/extravagance, and 

technique/impulse, in order to release a performer's true potential. 

Both factors must be integrated, as the performer becomes complete 

when the dualities, or opposites, are brought together in a single 

process. 

The difficulty in achieving the integrated state in performers 

is due in great part to the unique energy makeup of each individual 

performer; the tendency is to find the right answer in specific 

verbal terms. One conplete system will not work for all performers. 

Where one technique or idea could provide a breakthrough for a 

performer, another idea could leave the same performer uninspired. 
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What remains crucial for performers is to seek and nurture the 

concepts that speak best to them, allowing for breakthroughs and 

discoveries. Although specific techniques and ideas are stressed 

throughout the unification concept, the process remains first and 

foremost a mental one—one that requires a mind set that is open 

to exploration, understanding, and the ability to relearn if 

necessary. 

All eight students enrolled in the Music Theatre Performance 

class on which this project is based completed the course. Excerpts 

from their comments about the course are included in Appendix D. 

The members of this class ronained hard-working and dedicated to 

developing their skills in musical theatre. Specific exercises 

and results regarding the class are excerpted in Appendix E. 

In this assessment of the project, a critique of my work as a teacher 

relies partially on the future careers of my students, as well 

as the individuals whom they in turn will influence with the ideas 

found within this project. My chief goal in teaching this material 

was to present an entirely new way for these students to look at 

performing music theatre material. I feel that I was successful 

in presenting and working material that did not allow the students 

to fall back on old patterns of music theatre performance. If 

I had wanted to create a course from what the students brought 

to the class through past music theatre experience, I would have 

created an eight-person revue of songs they already knew. Instead, 

I took what they brought frcm past experience and asked them to 

treat the material in new and different ways. I would say that 
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over half of the students truly took the new concepts to task and 

found a new way to look at music theatre performance that would 

hopefully continue with them throughout their work in professional 

or non-professional theatre. I was probably unsuccessful in reaching 

the remaining students, who seemed to go through the motions, but 

did not show clarity in demonstration of the concepts. My weakness 

as a teacher showed in a lack of ability to work with these latter 

students towards giving more than a minimum effort. I feel I did 

not push them hard enough. Too often I did not fully explain concepts 

to each and every student before moving on to new material. As 

a strength in my teaching, I feel that I developed a strong rapport 

with the students, aided by the fact that I was also a student 

at the university. I stressed the notion that we were peers working 

through the material together. By creating such a confidence with 

the students, I feel that many of them felt comfortable enough 

to work to their maximum potential. 

I do not feel that I was entirely successful in the objective 

of unifying the elements of acting, singing, and movement. One 

problem was due to time limitations and not delving into the area 

of movement as fully as I would have liked. While every student 

improved his or her ability in song delivery, each of them carried 

throughout the course a hesitancy toward singing that did not go 

away. Each remained somewhat self-conscious while singing, although 

they developed acting techniques into their delivery, such as finding 

subtext to the lyrics that created variety and a stronger sense 

of purpose for performing the material. Part of my intent in the 
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objective of unifying skills was to create a confidence in performing 

material regardless of its origin as music, dance, or drama. Since 

taking this course, I have noticed two students in particular who 

have found an amazing sense of self-assuredness to their music 

theatre performance. Whether this is a direct outcome of exposure 

to this course remains speculative at best. 

I feel that I had greater success with the objective of developing 

a stronger sense of individuality within each performer, leading 

them toward self-dramatization of their work on stage. While the 

ccmmitment to this concept ran a very wide gamut frcm student to 

student, each found a way to put more of his or her own traits 

and experiences into the work. For many of these students, if 

not all of thon, the idea of playing character was their entire 

concept of performing before taking this course. The concept of 

self-dramatization showed than the freedon in not having to rely 

solely on character to perform in music theatre. Hopefully, this 

concept will manifest itself into the unification concept as well, 

strengthening each student's confidence and versatility based on 

his or her own technical abilities. 

In reviewing the project, I realize that I made a number of 

mistakes that I hope to correct in further teaching of this course. 

I feel that too much material was attempted to be covered in the 

time period at hand. I would like to spend more time in looking 

individually at each student, assessing his or her technical abilities 

more fully, and finding ways to improve and enhance each area of 

performance. I would also like to further develop my concept of 
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incorporating a subtext to lyrics that does not rely so heavily 

on the five technique exercises. 

Despite the mistakes, or perhaps, through the mistakes, \ 

I learned from teaching this course that the whole process of music 

theatre performance is trial and error—finding what works for , 

each individual. The entire theatre performance process relies 

on an inner stimulus that triggers the performer into an external 

display. The journey from stimulus to performance requires an 

astute knowledge of the self. Without taking a thoroughly objective 

look at what his own personal style is, the performer will not 

create a true and honest stimulus that spurs performance. 

Establishing a personal style ccxnes through years of sifting down 

elements to a bare minimum, not adding on qualities picked up from 

other performers. As the late jazz saxophonist Dexter Gordon states 

in the film Round Midnight: "You just don't go out and pick a style 

2 

off a tree one day. The tree's mside you—growing naturally." 

Young performers often make the mistake of imitating prcminent 

performers to obtain their style. The reality is that so much 

of the ornamentation and trappings that performers put on themselves 

must be shed in order to get at the true self laid bare. 

David Craig offers sound advice in his text On Performing. 

Exploring the self to find a personal style is an essential key 

to performance: 

. . . the sharp diminution of musical theatre 
product has had little effect on suppressing 
the interest so many young people have in its 
songs. Wherever I teach I am struck by their 
determination to leam how to perform its 
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music more skillfully and in the style to 
which it is accustomed. Those young would-be 
performers, so intent on invading the hallowed 
precincts, have too few genuinely professional 
playing grounds on which to play. For them, I 
offer this advice, no matter the difficulty 
involved in bringing it to pass: perform 
wherever you can, yes, but work to blend the 
love you have for theatre music with the 
technical proficiency that illuminates its 
performance. These two agents are the parental 
heating agents that cause personal style. It 
is as true of the singer as it is untrue of the 
actor that style informs everything he or she 
does. A play may obfuscate the actor's personal 
identity, but no song can ever erase the singer's 
self. Singers will always be described not by 
what they sing but by the adjectives that 
characterize them when they sing. When a 
performer is styleless, he or she is unreadable, 
not 'there,' merely an instrument through which 
the song is vocalized. This is the reason why 
all great performers are always more interesting 
than anything they sing. This may be less true 
in the case of the singer of serious music 
because dazzling sound can arrogate other aspects 
of the singer's art. But in the musical theatre— 
and in the marketplace—style is, and will always 
be, the calling card of all great performers 

In conclusion, the acting process, including music theatre 

performance, is, as stated earlier, an internal process working 

its way out to external expression. The description of the acting 

process that has dominated for some time in this country is the 

view that "you have to feel it first." Some descriptions of the 

acting process suggest that if the thought process is "correct," 

the external communication will also be "correct" and will reflect 

the internal process perfectly. To assume that what is in the 

mind corresponds with what is communicated externally is untrue 

and it would be potentially disastrous if it were. 
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During a performance, each actor has his own thoughts not to 

be shared with the audience. The inner workings and the outer 

behavior are seldom—if ever—in a one-to-one relationship, and 

any description of the acting process that implies otherwise—as 

do many interpretations of the Stanislavski system—leads performers 

into attempts to control their thought process or to imitate those 

of someone else. 

This description by theatre and film artist Peter Brook gets 

specifically to the heart of musical theatre performance: 

Acting begins with a tiny movement so 
slight that it is almost ccmpletely 
invisible . . . What happens? I make 
a proposition to an actor's imagination 
such as, 'She is leaving you.' At this 
monent deep in him a subtle movement 
occurs. Not only in actors—the 
movanent occurs in anyone, but in most 
nonactors the movonent is too slight to 
manifest itself in any way: the actor 
is a more sensitive instrument and in 
him the tremor is detected . . . In 
early theatre rehearsals, the impulse 
may get no further than a flicker— 
even if the actor wishes to amplify it, 
all sorts of extraneous psychic 
psychological tensions can intervene— 
then the current is short-circuited, 
earthed. For this flicker to pass into 
the whole organism, a total relaxation 
must be there, either god-given or 
brought about by work. This, in short, 
is what rehearsals are all about. In 
this way acting is mediumistic—the 
idea suddenly envelops the whole in an 
act of possession—in Grotowski's 
terminology the actors ar| 'penetrated' — 
penetrated by themselves. 
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without the use of self-dramatization in musical theatre 

performance, the actor has nowhere to turn but inward, thus becoming 

closed off to both the audience and the demands of the musical 

theatre genre. Self-dramatization allows the kinetic energy of 

the performer, that is, his or her ability to put into motion a 

performance, to continue flowing past his or her fingertips into 

the far reaches of theatrical space. By projecting the self into 

characterization, the performer creates energy as opposed to absorbing 

it. The continued health of musical theatre rests in great part 

to the development of performance skills that elicit the dynamic 

qualities of each individual performer. 
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Auditioning for Musical Theatre 

While a number of texts are available to the musical theatre • 

performer regarding the auditioning process, they all contain an 

inherent trap. If the performer takes the advice in these manuals 

as "gospel," he runs the risk of creating a staged, stoic series 

of auditions, no matter how technically proficient they may be. 

The bottom line in musical theatre auditioning and, further, 

performance is that the performer must find what works best for 

him to establish his own particular style. To remain fresh and 

engaging at each audition, the performer must filter the information 

obtained in classes and texts (this project included) into a tight, 

practiced, and individual audition presentation. 

Where to Look, What to Avoid 

While Broadway shows are the major source for finding audition 

material, a number of alternative sources are open to the musical 

theatre performer. Off-Broadway shows, revues, film scores, and 

pop and jazz standards all contain a wealth of material suitable 

for auditions. A "standard" is a piece that is not just familiar 

but one that endures the test of time and contains a universal 

appeal. Original songs from produced and unproduced musical works 

offer great potential as audition material. Just because a work 

or artist is unknown does not negate the piece for auditions. 

What remains most important is that the combination of material 

and performer is well-suited, showing ease, and keeping the interest 

of the auditioner. 
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Even though the choice of audition material is ultimately up 

to the performer, while making sure it is a piece with which he 

is comfortable, there are various types of material to avoid. 

Pop and rock music of recent years, while familiar to the ear, 

rarely should be used, as familiarity can often breed contempt 

in the ears of the auditioners. Also, part of the appeal of the 

majority of this music is the studio mixing and instrumentals that 

create what is on the recording. Once the material is reduced 

to voice and piano, it can no longer hold its own as successful 

audition material. 

Overworked material can eliminate an otheirwise qualified performer 

after just a few notes. There are dozens of auditioners ready 

to scream out loud when the next person who auditions with "Tomorrow" 

fron Annie or "What I Did For Love" frcm A Chorus Line comes before 

them. These are most obvious examples frcm a rather large list. 

An objective opinion of choice of audition material is always a 

good idea, especially when the material may be potentially overworked. 

Similarly, "vogue" numbers can have the same effect as overworked 

material. Vogue numbers are songs from the most popular new shows 

on Broadway. While the material itself may be outstanding, the 

fact that hundreds of other audition hopefuls are singing them 

makes then avoidable. It is possible that a vogue number will 

grow less popular over a period of time, in which case it may finally 

prove acceptable as an audition piece. Once a vogue number becomes 

overworked material, however, it should be avoided. 
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Song and dance numbers rarely work as audition material because 

they should be choreographed to suit their form. If they are not 

specifically requested, these numbers are showing dance skills 

when voice skill been requested. Most musical auditions will include 

dance auditions as a separate part of the audition process, if 

necessary. Production numbers should be avoided because they were 

written to include a larger number of people on stage, usually 

with elaborate costumes, scenery, and staging. 

Signature songs are works that immediately bring to mind a 

particular performer when they are sung. They are dangerous because 

they leave less room for the unique qualities of the performer 

using the material to ccme through. Unless the performer deliberately 

wants the auditioners to be rsninded of the signature performer, 

they should be avoided. An exception to this rule occurs when 

the performer is able to take a signature song and make it his 

own by changing tempo or style. Performers should be forewarned, 

however, that adjustments are not easy. 

Plot-line songs should be avoided because they lack the universal 

qualities to be taken out of context of the libretto from which 

they came. While they may serve a great purpose in furthering 

the story line and developing character in a complete musical, 

they are of little help to the performer who has mere minutes to 

show his own connection to the material. 

Performers who have favorite songs that fall under these 

categories may take exception to the advice that their choice of 

material is to be avoided. While it is important that the performer 
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be comfortable with his choice of material, it is most important 

that the auditioner be comfortable with it as well. 

Pointers, Breakable Rules, Etc. 

The following points are guidelines to incorporate into an 

audition package: 

1. Establish relationships in the presentation of the song. 

Make certain the song is being delivered to a particular individual 

with a specific intention. Establish the correct focus. Do not 

make eye focus with the auditioners. In a spot focus song, where 

the focus stays at one point on the wall, pick a spot a few inches 

above the head of the auditioners. This creates the image of being 

sung to without the discomfort of direct eye contact. 

2. Be obscure. An unusual and interesting song allows the 

auditioner the opportunity to remember it and the performer. 

3. Choose material that is completely comfortable. Trying 

a brand new song at every audition requires energy in remembering 

notes and lyrics where it could be better spent showing off the 

performer. Have a repertoire of songs that are comfortable and 

have proven successful. 

4. Imply versatility. Show range, dynamic variation, emotion, 

humor, and as much variety as possible in sixteen bars. If the 

performer can at least hint at what he is capable of performing, 

the auditioner may very well ask for more. 

5. Choose a song similar in style and period to material in 

the show for which you are auditioning, but, unless specifically 

requested, do not sing a number from the show. 
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6. Make a concise and specific presentation. One leaves a 

much better impression if he plans to sing sixteen bars and they 

ask for more than if he plans to sing sixty-four bars and they 

stop the audition. 

7. On the subject of accompanists, David Craig offers this 

advice: 

Never audition without your own pianist. 
You will find the rationale for exceptions 
to this advice, but in the end they are 
invalid. I repeat: Never audition without 
your own pianist. Your agent, the casting 
director, or even the stage manager will 
assure you that there will not only be a 
pianist at the theater, but that he is the 
reputed offspring of Marian MacPartland and 
Einil Gilels, but don't you believe it. And 
even if it were half-true he could never be 
expected to know what you are going to do 
and what will be required. It makes more 
sense to audition with a third-rate pianist 
who knows your work than to sing,,without 
rehearsal, with a first-rate one. 

8. Make sure the choice of song has scmething to say. Even 

though they are listening for technical aspects such as pitch and 

range, they are most interested in how the performer communicates 

choice of material. Choose lyrics that allow for a communication 

to take place. 

9. Try to ascertain what the management wants, and be ready 

to give them anything they ask. Musical auditions are normally 

attended by crowds of hopefuls. The task of the director is 

considerably lightened if one can, by choice of material, simulate 

quickly what would be required if given the job. 

10. Dress the part as much as possible without costuming. 
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Most importantly, the auditioners are not looking for quick 

impersonations or imitations. They want to see the individual 

and the unique qualities that he can bring to a role. Because 

of the brevity of the actual audition, the performer must attempt 

to paint in broad primary strokes that which brings him and the 

hirer together—the casting of a role. 

(See Appendix B for selected exercises and results.) 

Song Delivery 

Song As Drama 

A partial definition of drama is the presentation of a prose 

or verse composition written for performance by actors; thus, every 

song can be taken to be a drama. As such, the central figure of 

this drama is the musical theatre performer. 

Although the musical theatre performer, under this umbrella 

title, is also concerned with scene and dance work in his performance, 

he gives primacy to the song, especially to the text of the song. 

In the context of the musical theatre work in which he is performing, 

the song itself becomes a play, and the performer a character in 

that play. Accordingly, the performer transforms himself in response 

to the role he has accepted, and he does so in his own unique way. 

He minimizes personal affectations and idiosyncrasies and stresses 

instead the truth of expression that the song invokes in him. 

Basic Elements of Show Music 

Song Form. Both "pop songs" and "show songs" are popular music; 

"popular" here means the opposite of "classical," i.e., "of the 
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people," not of the elite. Popular or classical, the most elemental 

definition of a song is a main melody which periodically returns 

in a set verbal meter. The language of the people is vernacular, 

easily spoken orally, easily received aurally, and the most quickly 

assimilated and repeatable. Musically, it falls into a natural 

form, called AABA: 

A—The first statement of the melody. 

A—The same statement repeated, to let 
the melody sink in, (be "learned"). 

B—A contrasting melody (the "release," 
or "bridge" or "break"). 

A—The original melody repeated to bring 
the song heme. 

AABA is a natural form, direct and unimposed, representing 

the most common expression under dramatic intensity. 

The second basic song form is ABAC. Both AABA and ABAC refer 

only to the song' s chorus (or refrain), or its main statement. 

This is the song. Sometimes it may have an introductory verse 

in a pattern that is shorter in length and melodically subordinate 

to the chorus. Both forms also offer their own variations. 

The last basic song form is AB, or verse-chorus. It consists 

of short verses regularly interrupted by a recurring short chorus 

in two melodies contrasted to each other. The changing verse lyrics 

carry the forward motion and outnumber the unchanging or only slightly 

changing chorus lyrics. 

Show songs. Between a show song and a pop song, there is a 

basic difference. The former is a dramatic action, the latter 
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is not. A show song is a heightened action, springing from a dramatic 

context and, as a result, reveals character, develops situation, 

and/or forwards plot. 

A show song is dynamic; it lands somewhere else from where 

it started and makes a difference. By contrast, a pop song has 

no specific pressure and function. It is an entity to itself that 

does not go anywhere. A pop song furthers mood, not actions. 

As it is music, a show song also serves mood, but as a by-product 

and never by intention. 

Rhythm. The two basic song beats are duple and triple, or 

2/4 and 3/4. All the other time signatures, frcm 4/4 to 5/4 to 

6/8 to 12/8 and so on, are derived frcxn them. The vast majority 

of songs are 4/4, 3/4 and 2/4. 

Two-four, or "up tonpo," is fast and lively. Based on two 

beats to the bar, it feels the most rhythmic because every other 

downbeat is an accent, and it ordinarily will have shorter musical 

phrases. It is a frequent show tune rhythm, rarer in pop tunes, 

because it has such a "show biz" feeling to it. 

Three-four, or "waltz time," is a flowing, lilting rhythm. 

It has three beats to the measure and, depending on the kind of 

waltz, varying degrees of emphasis on the first or downbeat accent. 

Four-four, or "ccmmon time," is ordinarily slow and easy, an 

elongation of 2/4, and based on four beats to the measure. The 

main accent is on the downbeat, with a secondary accent on the 

third beat and fits longer melodic phrases most easily. 
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Six-eight may appear arithmetical to be twice as fast as 

3/4—except its pulse is duple rhythm, not triple: two triplets, 

with a slight accent on the first note of each triplet, or two 

beats to the bar. 

In jazz and rock songs, there may also be fast 4/4 rhythms. 

In jazz, different beats may be dragged, anticipated, skipped, 

and recaptured. In rock, a strong and equal stress throughout 

the whole bar may make every beat a downbeat, which produces a 

driving, overpowering rhythm. Vitality and energy cones from accents, 

not frcm speed. Many performers make this mistake, often racing 

through numbers, and subsequently losing important dynamics. 

Rhythmic uses are a large part of dramatizing character musically. 

Rhythms are bases of character, and the extra rhythms that character 

changes into are developnents of character. Rhythm traces characters' 

moving together as well as away from each other. Examples include 

Henry Higgins and Eliza Doolittle in My Fair Lady, Sky Masterson 

and Sarah Brown in Guys and Dolls, and Tevye and Golde in Fiddler 

on the Roof. 

Half the battle in both defining and advancing character may 

lie in the suggestions that time signatures may make. Many scenes 

have underscoring as well, dictating rhythms and time signatures 

that relate directly to character. 

Ballad, Rhythm and Special Material. Show songs are classified 

under three conventional labels: "ballad," "rhythm," and "special 

3 
material." 
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Ballads go straight to the heart. Their ruling subject is 

love—wanting love, resisting love, winning love, or losing love. 

It is the most common and most needed song, and usually the most 

difficult to write and perform well. It must be honest and unique 

each time. Ballads may have other subjects, such as pleasures 

or sorrows. Further varieties include blues, torch songs, lullabies 

and spirituals. In short, ballads encompass all the feelings which 

are tender or soaring. 

Rhythm tunes, also known as "up-tunes," go to the hands, to 

the feet, or to the blood. Where melody dominated the ballad, 

rhythm now dominates. Rhythm tunes do not have a limit in their 

subjects or diversity. The old distinction between ballad as "slow 

and easy" and rhythm as "fast and lively" no longer holds true. 

There are fast ballads and slow rhythm tunes—not a matter of tempo 

but of accent—how much stress, where, and how often. 

Special material falls outside both categories. In musical 

theatre, special material exploits a performer's or a writer's 

musical, dramatic, or ccmic strengths. Melody may dominate some 

material, rhythm others, and harmony others. Overall, special 

material means comedy patter songs, big dramatic songs, comment 

songs, and diversion songs—either to establish, to intensify the 

action, or as vehicles for virtuosity. 

I Am, I Want and New Songs. There is a creative approach to 

categorizing show songs for the self-dramatizing performer. 

Director-choreographer Bob Fosse suggested that all show songs 

fall into "I Am," "I Want," or "New" songs."̂  
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More practical than whether the song is ballad, rhythm, or 

special, this method makes songs into scenes immediately. By 

concentrating on actions, it pinpoints the causes which produce 

the effects called "ballad," "rhythm," and "special material." 

Character and situation rule, from which will flow the action and 

style of the songs. 

The first two types, "I Am" and "I Want," cover the great majority 

of show songs. "Who and how I am," and "what and how I want," 

or the forces of "biology" and "ego," are the two elemental dramatic 

actions. 

In the "I Am," the character's need is to confront. It may 

assert itself in many ways: to define an attitude, to take a stand, 

to apply the past, or to change the future. The action may question 

or affirm, yield or persist—but the character commits himself 

to the action in seme way—to claim or discover seme new or greater 

awareness is its essence. "I Am" also appears as "I was," "had," 

"did," "you are," "we could," and so on. For example. My Fair 

Lady has seven "I Am" songs: 

Why Can't the English? 
With a Little Bit of Luck 
I'm an Ordinary Man 
You Did It! 
Get Me To the Church on Time 
Without You c 
I've Grown Accustomed To Her Face 

In the "I Want," the character's need is to reach. It also 

takes several forms: to yearn, to crave, to pursue, to seize—to 

desire so strongly that, again, the character acts upon it in some 
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way. The "I Want" has a greater thrust to turn character out than 

the "I Am" does—to relate more deeply or more quickly to others 

and to the world. "To strive for "--to demand something more or 

something different—is its essence. "I Want" also comes out in 

other words: "I tried," "I won't," "can't we?," and so on. My 

Fair Lady has six "I Want" songs: 

Wouldn't It Be Loverly? 
Just You Wait! 
I Could Have Danced All Night 
On the Street Where You Live 
Show Me! ^ 
A Hymn to Him 

If a song seons to be both "I Want" and "I Am," what the character 

wants often reveals what the character is. In all cases, however, 

one or the other dominates. Deciding between them is what will 

suit the music to the action. The music may make the "I Am" or 

the "I Want" action even more specifically than the words. 

The remaining five numbers of My Fair Lady are "New." Each 

is written precisely to fill a need different from "I Am" or "I 

Want." A unique or new action is behind each one. They are listed 

with their special purposes: 

Street Entertainers—an establishing opening. 
Poor Professor Higgins—a time-telescoping, 
enlarged segue. 
The Rain in Spain—a time-telescoping climax, 
celebrating a victory. 
The Ascot Gavotte—an establishing production 
number which segues. 
The Bnbassy Waltz—the same, which develops to 
the climax of Act I. 
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New" songs defy categorizing because they are designed to 

meet needs which are novel, also a large aspect of special material 

Basic Functions of Show Music 

When a song emerges in the course of a plot, it may fulfill 

one or more of the following functions: 

1. It may further the plot—new information is disclosed by 

the lyrics. 

2. The song may reflect the mood or atmosphere of the scene 

and thus intensify it. 

3. It may clarify understanding of a character's motives and 

attitudes. 

4. It may presage what is to happen after the song has ended. 

There are additional uses which onerge from and enlarge upon 

song's basic function taking over and heightening action. This 

includes music without words, yet all represent other kinds of 

scenes that songs make. 

Establishing. "Establishing numbers" are expanded "I Am" songs, 

Tb establish or set situations is their action—in the time, the 

place and, most of all, the relationships out of which the musical 

stems. All "opening numbers" must establish. They often do so 

displaying a large ensemble—production numbers—to get things 

started. The performer should understand their purpose of not 

only establishing the plot line, but also of generating interest 

and excitement. 
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Establishing numbers also occur in a musical when there is 

a need to make strong, abrupt switches in the plot, such as new 

chapters of a text. By definition, these cannot be "soft," but 

must be big numbers. Because establishing songs tend to become 

production numbers, they also tend to be special material or New. 

They never work, however, as "filler;" they work only because the 

action uniquely donands them and must be delivered accordingly. 

Openings. "Tradition," from Fiddler on the Roof, "Comedy 

Tonight," fron A Funny Thing Happened On the Way To the Forum, 

or the title song of The Sound of Music are examples of how full 

and different but precise openings can usher the audience into 

ccmplete worlds and trigger high anticipation of the time to be 

spent there. Because of their ability to set the entire tone which 

a musical is to take, openings need to be treated with care by 

the performer. If the performer comes singing and dancing at the 

audience too hard, the words often get lost in the exertion. The 

performer needs to remember that he is a stranger to the audience 

until he utters or sings his first word. His need to establish 

and build a specific performer-audience relationship is crucial. 

The performer needs to take on the role of guide, bringing the 

audience along in a journey to discover his character and its place 

in the unfolding events. If he assumes he is liked or disliked, 

without allowing audience manbers a chance to make their own decisions 

about his character, he will most likely be confronted with the 

most deadly response from the audience—indifference. 
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The Reprise. The "reprise" is the return of a song later in 

the plot—but a return in order to add, not repeat. It has a great 

deal of dramatic usefulness. It succeeds by being concise: it 

intensifies character, advances plot, or both. 

There are three primary ways a reprise works dramatically. 

They may be taken by the same character. In compact terms, they 

can tell a great deal about the change that has taken place in 

a variety of character relationships. Such is the case in Act 

II, Scene V of Carousel, where Billy Bigelow reprises the song, 

" If I Loved You," originally sung as a duet with Julie Jordan. 

BILLY: 
Longing to tell you, 
But afraid and shy, 
I let my golden chances pass me by. 
Now I've lost you; 
Soon I will go in the midst of day. 
And you never will know 
How I loved yoUfg 
How I loved you. 

This reprise is especially poignant given the fact that most 

of the lyrics of the reprise are the same, with Billy's earlier 

statements, sung as prophecy, coming back to haunt him. The biggest 

change is that the guarded statement, "If I Loved You," becomes 

the very open "How I Loved You." The reprise allows the performer 

to display changes in character that dialogue alone cannot express. 

Reprises may also be taken by a different character or characters. 

This means especially dramatizes the movement of characters toward 

each other and often the ironies of such movements. An example 

occurs in The King and I when the young sons of Anna and the King 
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reprise "A Puzzlement," facing how to cope. "Tonight" in West 

Side Story, sung initially as a soaring love duet by Tony and Maria, 

is reprised by the lovers as well as Anita, the Jets and the Sharks. 

The song becomes a quintet that capsulizes the ironies of individual 

views of love and war. Tony, Maria, and Anita sing of their visions 

of the former; the Jets and the Sharks sing of the latter. 

Another way that reprise works is by linking to frame time 

sequences, or as book-ends, to open and close a show. The 

Fantasticks, Cabaret, Brigadoon and South Pacific also use this 

device, creating a circular pattern to their plot structure. Even 

though the reprise refers back to where the evening started, the 

events of the journey are what remain crucial. 

The simpler the reprise is employed, the better. The reprise 

accomplishes something vast and swift, which will be lost by 

ccmplicated delivery. The reprise produces abrupt character 

development; its best effect is to perform an action that a new 

song cannot. 

Relief and Comment. "Relief" songs may be divided into two 

categories: "respites" and "novelty numbers." They are deceptive 

in that they may appear to exceed or contradict the dynamic uses 

of show music, or more pointedly, to propel the action forward. 

Comedy numbers, for instance, seem like respites that depart or 

even rest fron the action. This is deceptive, however, as most 

musicals are story-oriented. "Gee, Officer Krupke!" from West 

Side Story, even though labeled as "comic relief," comes at a 

crucially fit place in the musical. It is used to regroup energies, 
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both the characters' and the performers', as well as the audience's, 

for the big, final climax to come. In an interview in The New 

York Times, Stephen Sondheim put it another way: in his A Funny 

Thing Happened On the Way To the Forum, "the songs were respites 

9 
from the relentlessness of the comedy." 

iNvjvciuy liuiiujcis piuvxut; cui upputsict; js.j.riu U L reiiei Lire 

Where respite relaxes tension, a novelty number steps it up, 

"Novelty numbers" provide an opposite kind of relief from respite. 

It 

demands the greatest amount of virtuosity and personality in the 

performer by unashamedly calling attention to itself. Novelty 

numbers are usually special material or "New" songs and are not 

restricted to comedy. Classics of the genre run the gamut from 

"Once in Love With Amy" from Where's Charley? to "I'm Still Here" 

frcm Follies. 

"Comment songs" are both interesting and difficult to perform 

because their functions are so specific. They are capable of 

interrupting the story action to editorialize ("You've Got To Be 

Carefully Taught" frcm South Pacific), stepping outside the action 

to amplify it ("Sunrise, Sunset" from Fiddler on the Roof), and 

becoming the subtext to the scenes in which they appear (nearly 

the entire score to Company). Of the latter function, Sondheim 

is clearly the master. He acknowledges that in Company "half the 

songs come very unexpected," calling them "a combination—respites 

^ ,.10 
that are ccnments. 

Occasionally a show song will break fron the norm and fulfill 

a wide variety of implements in a musical. Such is the case in 

"Rose's Turn" from Gypsy. "Rose's Turn" is an "I Want" song that 
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is also a novelty number due to the virtuosity of its delivery. 

The number was originally written for the unique talents of Ethel 

Merman by Jule Styne and Stephen Sondheim. The role of Rose has 

subsequently been performed on Broadway by Angela Lansbury and 

Tyne Daly, both of whan were awarded Tony Awards for their 

performances. "Rose's Turn" is a classic example of what is known 

as "the eleven o'clock number." This refers to some large-scale, 

last minute kind of "concerto" for the star: a big attention-getter, 

something new (not a reprise of something heard earlier)—a showoff 

piece. In this scene Rose has visited her now successful daughter 

Louise (Gypsy Rose Lee) in her dressing room and has left, lonely 

and onbittered. What follows is a large musical scene, remarkable 

in the way that Sondheim has capsulized and briefly reprised mcments 

frcm the entire show. Lyrics from many of the earlier songs pop 

up in full-fledged ironies. The song progresses in beats, much 

like a monologue, allowing the performer to score the piece with 

very specific objectives. Rose begins the song in a mocking parody 

of her daughter the stripper: 

ROSE: 
Sane people got it and make it pay. 
Sane people can't even give it away. 
This people's got it ^j^ 
And spreadin' it around. 

She builds to a false show of bravado, the controlling presence 

that has driven away all Uiose around her. Suddenly, she becomes 

a blubbering child as the reality "hits home" of the tortures she 

was put through by her own mother: 
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Momma's lettin' loose. 
Momma's got the stuff. 
Momma's lettin' go— 
(Stopping dead as the words hit her.) 
Momma— 
Mcmma's— 
(Shaking off the mood) 
Momma's got the stuff. 
Momma's got to move. 
Mcxnma' s got to go— 
(Stopping dead again, trying to recover) 
Mcmma— 
Momma's— 
Momma's got to let go! 

Taking all the resentment and rage gathered from years of 

abandonment, she completes her statement with as much control, 

power and dignity as she can muster. Here is the self-dramatizing 

performer bared and raw. The character and performer truly mix, 

as each is giving what could well be the performance of their lives: 

Startin' now I bat a thousand. 
This time, boys, I'm takin' the bows and 
Everything's coning up Rose— 
Everything's coming up Roses— 
Everything's coning up Roses 
This time for me! 
For m e — 
For m e — 
For m e — 
For n̂ e-r̂  
FOR ME! 

While every show song is not structured as brilliantly as this 

one, the musical theatre performer is always given the task of 

breaking down the anatomy of a song and finding its purpose in 

presentation. Without finding the proper relationships of performer 

and character to song, the audience is given sound without its 

intrinsic drama. 
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Imagery and emotion, Imagination 

Imagery and emotion. The performer who allows himself to respond 

to imagery will find his mind as well as his body reacting 

accordingly. It is through these visible external signs that the 

audience knows what a character is experiencing. Subtle movements 

of the eyes reflect inner experiences; facial muscles relax and 

contort in accordance with feelings that are aroused by the images. 

The performer's body language conveys to the audience various mental 

states as expressed through attitudes, tensions, and relaxation. 

Through the performer's voice and its varying shades of timbre 

and pitch, the audience hears the aural reflections of the images. 

These responses depend on the image's taking hold in the mind of 

the performer as an initial catalyst. If the image is not truly 

experienced and the body reactions merely mimicked, the result 

is mechanical, and the audience discovers the deception immediately. 

"Soon It's Gonna Rain" from The Fantasticks is filled with 

very specific visual and sensual imagery. Like the other songs 

in this still-running off-Broadway musical, this one is swept along 

by a feeling of joyous anticipation and enthusiasm. 

The verse is given the task of setting up the questions and 

answers in the chorus of "What are we gonna do?" when it rains. 

The very first line with its two key images, "wind" and "whisper," 

beginning with "w" suggest the proper sound. 

The shifting verbs in the first three lines involve the senses: 

hear, see, and smell, accentuating the experiencing of rain. The 
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recurrent "1" sounds naturally liquefy: "leaves," "smell," "velvet," 

and "falling." 

Hear how the wind begins to whisper. 
See how the leaves go streaming by. 
Smell how the velvet rain is falling, 
Out where the fields are warm and dry. 
Now is the time to run inside and stay. 
Now is the time to,find a hideaway— 
Where we can stay. 

Lehman Engel sees the best lyrics as being ones that deal in 

"specific" images as opposed to "general" ones. Whether specific 

or general, the performer must develop the skill of triggering 

emotional responses that will bring the images of the lyric to 

life. 

In the heightened theatricality of musical theatre, the performer 

is at a disadvantage vŝ en using personal experience to create 

emotional response. The danger lies in the orotion' s getting lost 

in itself—trapped in subtle expression within the performer. 

Eugene Vakhtangov, in proclaiming "in theatre there must be 

16 
theatre, " gave secondary in̂ xDrtance to the actor' s use of his 

personal experiences. "There are better ways to build a live 

character," he said, making it clear "that an actor's own emotions 

are worthless unless they reach the audience, that there is no 

art if an actor's tears do not affect the audience." 

This connection between audience and performer is crucial in 

the work of the self-dramatizing performer. Einotional responses 

need to be made clear and specific to match the heightened sense 

of theatre at hand. 
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Imagination. The aim of performing in musical theatre is not 

to present reality, but to share with an audience an imagined 

situation embodying universal truths. The song presents the 

situation; the singer fills it out with imagination. 

For the musical theatre performer, the imagination can be prodded 

in numerous ways. Some of the following suggestions are based 

on literary or linguistic devices, some on the exploration of sensory 

experiences, and others on games of various kinds: 

1. Exaggeration. The ability of the 
imagination to enlarge or distort reality 
is common knowledge. Exaggeration is an 
essential component of comedy, caricature, 
folk tales and myths. The so-called tall 
stories are examples of comic exaggeration. 

2. Fantasizing. A way of toying with the 
future. When we fantasize, we create a 
world of what might be. 

3. Mgnories. The replaying of past 
experiences is another form of imaginative 
activity that enriches the performer's 
expressiveness. (Memories of sensations 
are of special importance.) 

4. Dreams. Since our inhibitions are 
relaxed during the dreaming state, dreams 
represent the ultimate extension of the 
imagination. Hence, the recalling and 
dwelling on the subject matter of dreams 
is a valuable exercise. 

5. Puns. Although considered by some to 
be a low form of humor, puns nevertheless 
are mind expanders, since they are based 
on double meanings and ambiguity. 

6. Charades and other such games that 
depend on the acting out of names, phrases, 
or situations also encourage inventiveness. 

7. Anagrams and crossword puzzles. 
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8. Improvised stojrytelling is another 
creative activity. 

A performer's imagination is perhaps his greatest single skill. 

It is what brings the performance to life, thrusts it forward, 

and allows the audience to enter a mind bursting with innovation. 

Supposition has the following functions: 

1. By setting the actor's imagination in 
motion, it enables him to enlarge his 
e:cperience and step into scmeone else's 
ejcistence, imagining what he would do if 
he were the other person. 

2. It enables him to imagine the outcone of 
any act, his own or another's, by saying, 
"If this were to happen, I would ..." 

3. It clarifies the problem of what is 
"real" on stage. The actor is an actor, 
playing a part. He and his feelings are as 
real as the stage, costumes, and scenery. 
The rest of it—the play, the characters and 
the stage action—are all a supposed reality. 
There is,no conflict between the two. They 
coexist. 

Every role played and every song sung is an exercise in the 

use of supposition. Persons do not need to be taught how to suppose 

an imagined circumstance; it canes quite naturally. The range 

of imaginings, however, can increase by consciously venturing into 

areas that are more removed from actual lives. 

(See Appendix B for selected exercises and results.) 

Lyric Scoring 

Lyric Scoring is an essential tool for the musical theatre 

performer. The process of scoring allows the performer continually 
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to bring the material forward and immediate. David Craig, who 

developed the process of Five Technique Exercises on a lyric, 

discusses the need for performers to approach singing from a subtext 

base: 

. . . when thoughtlessness lies behind 
language (when the singer's 'thinking' 
is concerned only with the text he sings), 
a unique condition arises in which the 
mind beccmes a blank. Body language 
is not an echo of what we say but the 
result of a shadowy kaleidoscope of 
thought impulses that feed what we are 
thinking into our motor system. It, 
in turn, responds with limitless physical 
language before, above, and around what 
we speak, to give that speech its totality 
of expression. This flow of thought 
language is infinite in its variety . . . 
we are now prepared to create the unheard 
script that will acccmpany the lyric and 
explicate for the eyes to see what the 
ear will hear. 

The following exercises concentrate on subtext and its application 

to singing. The exercises will be identified numerically as the 

One, the Two, and so on. 

The One: Facts of the Lyric 

In personal narration tell what the script says. Start with 

the sentence, "This is a story about. . ." Gender has nothing 

to do with execution of subtext to the lyric. For example, if 

a song was originally written to be performed by a man, the subtext 

is not necessarily a man's. Use personal language and never use 
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M xn T" or the phrase "I think." Make the gathering of facts a piece 

of reportage. All facts must be considered absolute truths. 

1. Give the age of the narrator. Never cite a specific number. 

Instead, find three numbers: a maximum age, a minimum age, and 

an optimum age. 

2. Where does the lyric take place? Objectively narrow the 

surroundings into rural, urban, or suburban. 

3. Give the general economic bracket of the narrator. If 

unable to determine economic standing from the lyric, do not 

hypothesize. 

4. Give the educational level of the narrator. This area 

helps the performer decipher the narrator's sensibility for words, 

phrasing, and level of sophistication. 

5. VJhen is the lyric being sung? A song gains interest when 

it is revealed to the audience at the same time that the revelation 

occurs to the singer. 

The Two: Reading Into the Lyric 

The primary function of "the Two" is to make the performer 

move. Begin with the sentence, "This is a story about me. . ." 

"The Two" is the true subtext of the lyric. The physical movement 

developed in this level is important. 

1. To whom is the narrator speaking? Choose a specific 

individual. Do not pick an individual who wants to hear the story, 

nor someone who does not care at all. There should be an area 

of conflict between the narrator and the addressee. Energy and 

urgency in the delivery of the song will come through conflict. 
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2. When is the narration taking place? While the subtext 

may refer to past, present, and future, the story must always take 

place in the present. 

3. Where is the narrator delivering the story? Create a specific 

environment—closed space, hot, cold, etc. Include in the where 

the immediate past and the immediate future after the story is 

told. These last two items give the narrator a place to have come 

frcm and a place to go. 

4. Why is the narrator telling the story? The need to make 

this particular statement must be absolute. The narrator must 

have a personal stake in the conflict at hand. 

The Three: Acting out the Subtext 
While Speaking the Lyric 

The key to executing "the Three" is to keep movements and gestures 

precise and motivated. The goal here is to think "the Two" (the 

subtext), and then deliver the lyric. The speech (lyric) follows 

the thought (subtext). 

1. [>D not over-dramatize the subtext. Let the onotions be 

real without beccming redundant with movements. 

2. Do not orate, recite, or project the lyric. Keep the 

statonent natural and communicative. 

3. Using a nxDnotone, whisper, or colorless expression while 

speaking the lyric are ways to keep "the Three" from becoming a 

recital. 

4. Have the lyrics well-memorized so that the process of 

performing the subtext is not halted and picked up. 
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5. Get away from the literal meaning of the lyrics. Lyrics 

by themselves become traps. 

6. Play out the subtext even after the last lines of the lyric 

have been spoken. 

7. Work the transitions from one physical statement to another. 

Do not let the movements become arbitrary and separate but, rather, 

a continuous flow of physical ideas. 

8. Work "the Three" repeatedly to allow the body to respond 

spontaneously to the execution of the subtext without having to 

think deliberately of each movement. 

The Four: Acting out the Subtext While Speaking 
the Lyric to Free Bell Tones 

The Four is a slow departure away from speech and aimed toward 

music. The purpose of this exercise is to aid the performer with 

crossing this bridge. 

1. Use the bell tones to give the proper pitch when needed—they 

are not intended as an order to sing. 

2. Do not sing full out. This exercise is intended to ease 

the transition of retaining the life of the Two ahead of the lyric. 

This is not a vocalized performance of the song. There are no 

musical markings—quarter notes, rests, etc. 

3. Do not sustain the notes. Softly sing the melody in the 

way that it was spoken in the Three. Avoid making music, a trap 

that defeats the story being told through the scoring process. 

4. The melody must be learned so well that the need to rely 

on the bell tones is minimal. 
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5. Do not derive an emotional charge out of hearing the melody. 

Fight to keep the Two alive despite the intrusion of a specific 

melody. The melody serves the subtext, not the other way around. 

The Five; Sing the Song While 
Acting out the Subtext 

In the Five, the song and the Two cone together. The main 

concern for the performer in the Five is to have faith that the 

Two will move fast enough to stay ahead of the lyric and still 

remain organic. Through the Five, the entire scoring process is 

brought into performance. Craig sums up the essence of his teachings: 

"What the actor literally sings is his reaction to the flow of 

ideas that move ahead of the lyric and constitute the figurative 

21 
script of the song." 

(See Appendix B for selected exercise and result.) 

Musical Theatre Scenework 

The musical libretto is a great deal different from the play 

script, posing special problems for the performer. Musical scenes 

are written concisely and economically to create room for the songs. 

The self-dramatizing performer, therefore, needs to provide a subtext 

to the scenework as well as to the song 

Action 

Action is the n>ost basic dramatizing tool of all; it is what 

propels the show from start to finish. The term "action," as used 

here, refers to intention, not to physical motion or violence, 

as in the rumble from West Side Story. Nor does it refer to pieces 
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of business or physical activities, like crossing the stage or 

handling props. Action reveals character—"actions speak louder 

than words." An action must "take place," becoming visible to 

an audience only when it seeks to overcome a problem. Every musical 

has a main action that propels it. Its importance is central; 

it defines all the individual character actions. There are a variety 

of ways to find a show's main action: 

1. What, or who, drives the sequence forward, or brings 

everything together? 

2. What is the stake? What difference does it make to win 

or lose it? 

3. What is the conflict, or central tension, that the writers 

must make sure to keep going? 

Michael Shurtleff insists on actors asking themselves, "What 

22 
happens m this scene? What are the changes?" Shurtleff, v^o 

cites Gypsy by Arthur Laurents as one of the best books of a musical 

ever written, comments on the importance of finding the events 

of a scene: 

. . . the scenes between Herbie and Rose 
are filled with changes and progressions 
in their relationship. The more discoveries 
the actors make about each other, the more 
fascinating the scenes become. Events are 
discoveries that are made important to the 
point where changes in the relationship are 
effected. When Herbie finally 'discovers' 
a fact he had unconsciously known all along, 
that Rose will always give him second place 
to her ambitions for her children, there is 
a major change in the relationship. That is 
why they eventually part. But if each 
discovery along the journey is made eventful 
if he threatens to split each time he finds 
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that out about her, then the^reading can be 
suspenseful and unexpected. 

Plots and Characters 

Plot, or story actions, are always in the libretto and are, 

therefore, deceptive. They are simple and should not be used by 

performers to reveal character. For example, the story action 

of My Fair Lady is a man's transformation of a girl and vice versa. 

The main action is to make Eliza Doolittle into a "lady," which 

she may have been all the while, and Higgins into a "gentleman," 

which he is not, despite the accessories. 

Performers should strive to find character actions which will 

stem from story actions, as will all subsidiary actions, into which 

a main action splits in specific situations. Actions like "to 

tell," "to explain," or "to persuade" are story actions; they become 

character actions by finding specifically "how" a character does 

such things. Revealing character through action—not recounting 

it—is the aim. 

In The Actor at Work, Robert Benedetti offers advice on how 

to define character action: 

. . . the first principle . . . your definition 
must include response to a stimulus felt by your 
character. The nature of drama requires that 
the momentum of your energy be moving into the 
scene through the activities that you perform; 
'to be thirsty' is a mere state of being that 
does not necessarily drive you forward into 
activity and is therefore not a very serviceable 
way of finding your action . . . the second 
principle . . . use a simple verb phrase in a 
transitive form. Avoid forms of the verb 'to 
be,' since these are intransitive verbs; strive 
instead for a transitive condition in which your 
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energy flows toward an objective . . . the third 
principle . . . include the object of the verb 
in your definition . . . A subsidiary fourth 
principle deals with the addition of adverbs that 
specify that particular quality of the action 
. . . when we experience the flow of energy from 
stimulus through choice into activity, we 
experience our action as one total rhythmic 
gesture. This flow can be summarized in four^key 
words: stimulus—choice—activity—objective. 

Time, Place, and Dramatic Sequence 

More than merely setting scenes, time, place, and dramatic 

sequence are distinct ways to maximize situation—a way to prod 

character actions. Time is era and season as well as hour; place 

is culture and environment as well as site. Time continuity gives 

a feeling of immediacy which serves a variety of functions: 

1. To propel the action of the musical internally through 

the writing. 

2. To give the audience a sense of moving forward, both literally 

and figuratively, in time. 

3. To give the performer a guide of sorts to ranain planted 

firmly in the action of the script and leading to a goal. 

The continuity of time in musical theatre is one of its hallmarks. 

In contrast, the time lapses in opera are usually great. Examples 

of time continuity in musicals include West Side Story, where 

everything takes place within the period of about two days, and 

Oklahoma!, Kiss Me, Kate, and Guys and Dolls, which are nearly 

continuous. In My Fair Lady, there is a time-lapse in Act I in 

order for the audience to see Eliza's progress. All the rest moves 

rapidly toward the finale. 
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An interesting use of reverse time-continuity occurs in Sondheim's 

Merrily We Roll Along, where George Furth's libretto traces the 

breakdown of a three-way friendship over a twenty-five year period, 

from 1955 to 1980, in reverse chronology. Sondheim's score for 

the show is "filled with repeated motifs, fragments of melody sung 

in varying moods by different characters, the score is 'written 

backwards' to support the way the story is told."^^ An additional 

burden is placed on both audience and performer in situations of 

time-reversal. Since a character's outcome is laid visibly clear, 

the performer must work hard at maintaining an audience's interest 

in where the character came from. Similarly, flashbacks in musicals 

must contain an element of innocence, no matter what the scene 

is about, to help create a reason for showing a character's actions 

before his change. Change, in all of its various forms, is an 

indispensable element to all musical theatre performance. 

Scene-to-Song Transition 

Songs contain the greatest onotional life in a musical; therefore, 

the emotional through-line established by the book is often actualized 

by the music and the lyrics. Scenes in musicals are tightly written 

and concise for the purpose of allowing song and dance to extend 

out of them. Book scenes should not have to be "endured" by the 

audience, waiting for songs and dances. Musical scenes, as well 

as songs, must contain everything used in drama, but performed 

larger, with more force, economy, and relationships. 

A main objective in a scene-to-song transition is to extend 

the dialogue into the song without "telegraphing" to the audience 
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that a musical number is about to take place. Telegraphing exists 

when the action stops and starts with a song. What is desirable 

is a through-line that not only keeps the action continuous but 

also maintains a dynamic characterization. Character through-line 

is often difficult to establish in musical theatre due to confines 

within the musical form, i.e., truncated script, lack of exposition, 

larger-than-life characters, and the non-reality premise inherent 

to musical theatre. 

Scoring is one technique used to keep the action process in 

the present tense and immediate. Since most librettos are broken 

into major plots and sub-plots and major and secondary characters, 

one performer's next scene may be a number of songs and dances 

away. To help maintain continuity, the performer needs to score 

the material. 

Establishing a stronger actor-to-audience connection is important 

in musical theatre. The performer should aim to make the audience 

the "third" partner in a scene. Vulnerability is a key in heightening 

audience connection, as the audience beccmes sympathetic to the 

character's plight. The use of life situations for motivation 

and justification of actions helps to create a believable character 

within the larger-than-life premise of musical theatre. Though 

it should be used with discretion, direct address is another device 

that helps strengthen the performer-audience bond. 

The strengths and weaknesses of a musical theatre script should 

never be taken lightly. A musical's book is its core and strongest 

driving force. Musical theatre performers will find clues to the 
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dynamics of their characterizations if they closely follow the 

development of the libretto. 

The four sections covered in this handbook—Auditioning for 

the Musical Theatre, Song Delivery, Lyric Scoring, and Musical 

Theatre Scenework—are by no means inclusive. They are a sampling 

of areas that require specific attention by the musical theatre 

performer. While exploring these areas of performance, as well 

as others, the musical theatre performer should continue to assimilate 

the process of performance into goal oriented work. Without specific 

goals, musical theatre performance training beccmes information 

that is either stored or conpletely forgotten. The musical theatre 

performer must take an objective look at himself to find both 

strengths and weaknesses and how they fit into the gestalt process. 

The gestalt process of unification helps the performer use the 

full spectrum of performance abilities to expand his characterizations 

and nurture weaknesses into strengths. 

(See Appendix B for selected exercises and results.) 
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Auditioning for Musical Theatre and Song Delivery 

Exercise A 

Presented hand-out on musical theatre audition material, covering 

topics on where to look for material, etc. From hand-out and own 

choice of material, class presented audition songs which were 

videotaped. Exercise was designed to see how prepared students 

were to perform audition songs, and how suitable they were for 

each individual. 

Result from Exercise A 

Most students were hesitant to perform. A number of excuses 

were used to keep from performing or to attempt to account for 

weaknesses in performance. Most students felt they did poorly. 

Focus was poor in each case. Nerves were very evident. In some 

cases, the choice of material was wrong. Examples of this occurred 

with two female students—one with a strong alto voice and the 

other with a weak soprano voice that had trouble sustaining notes. 

The alto chose a song with few sustained notes, not requiring much 

range. The soprano chose a difficult rangy ballad that required 

a voice that could sustain notes. The suggestion was made that 

the two students switch the type of song each chose. Students 

were naturally apprehensive at performing early on in the development 

of the class. By videotaping the exercise, students were able 

to see specific mistakes made in performing an audition song. 

Without exception, hand gestures were not specific and tended to 

accentuate the actual lyric being sung. In each student's delivery, 
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the song lacked communication of ideas. Students were singing 

words without a thought process behind the creation of sound. 

Often, the face was a complete blank, devoid of any emotion 

whatsoever. The following exercises were incorporated to get at 

specific problems in preparing musical audition material. 

Exercise B 

To focus hand gestures and rid the student of unnecessary 

movement, i.e., pacing, while auditioning. The exercise used two 

students. One performed the song while the other manipulated all 

the movonent of the singer. The singer was not allowed to make 

any of his own movements or gestures. The object was to have the 

performer concentrate on delivering the song and not what he had 

to do with his body. 

Result frcxn Exercise B 

In a few cases, the student was able to free himself to the 

point of letting himself be manipulated. However, most students 

were not able to give the trust needed to break from their own 

concept of what movements were needed in delivering the song. 

The attonpt was made to reduce the movements and gestures each 

time the exercise was tried, so that a bare minimum of movements 

were onployed while singing the song. One student, in particular, 

found that she could sing the entire audition song without taking 

a step. Her gestures were kept to a bare minimum. The most practical 

application for this exercise, as stated by the students, was a 

74 



better idea of what to do with their hands, a universal problem 

when auditioning. Eveir/ student reduced his or her use of hand 

gestures, with many finding the ability to relax the hands enough 

to place them gently on their thighs. 

Song Delivery 

Exercise C 

To create a sense of communication while delivering a song. 

Students sang their song while responding to a series of flash 

cards loeing held up in front of th^i. The flash cards contained 

a single word such as "angry," "lust," or "love," signifying the 

^notion they were being asked to convey. The cards were changed 

at phrase endings, so that the entire song expressed a wide variety 

of mictions. Practically, a performer would not want to show such 

jarring extranes of onotion in actual performance. However, as 

an exercise, the flash cards try to get the performer to express 

his or her thought process externally, so that the song is about 

more than just words and sounds. 

Result from Exercise C 

This exercise proved to be one of the strongest used in the 

duration of the course, and it was repeated a number of times, 

not just with audition songs. What amazed students the most was 

the notion that a sung word or phrase does not have to express 

its literal meaning. In other words, the subtext to the lyric 

is what allows the performer to express his feeling and thus 
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communicate through delivering the song. In one specific case, 

the lyric, "You said you loved me, or were you just being kind? 

Or am I losing my mind?" from Stephen Sondheim's "Losing My Mind," 

was sung by one female student as extremely happy, where the reality 

of the lyric suggests utter despair. By singing the lyric 

with a happy thought process behind the word, the exercise broke 

the lack of expression of any kind seen earlier in the student. 

From this break-through, she was able to find a suitable thought 

process that reflected her emotion while performing the song. 

A drav̂ oack to this exercise came with the majority of students 

and their inability to work beyond the exaggerated emotions expressed 

from viewing the flash cards. The use of the flash cards is to 

get an immediate response from the singer that does not necessarily 

include why the emotion is being expressed. Without delving into 

why an emotion is presented, the emotion becomes too forced and 

often inappropriate. While each student was liberated to the point 

of opening up their song delivery, only two or three were able 

to take the extra step and worked on a subtext that would create 

an honest emotion behind the lyric. The teaching of the Five 

Technique Exercises on a lyric became a necessary exercise to 

understand further lyric scoring. 

Exercise D 

To open up the student's use of imagination by prodding the 

sensory experiences of exaggeration, fantasizing, memories, and 

dreams. The imagination is stimulated by the use of relaxation 
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and meditation, a process that begins with the deliberate tensing 

and subsequent relaxation of each part of the body individually, 

then leading into a variety of meditation experiences that allow 

the student to visualize performance potential. 

Result from Exercise D 

By the nature of this exercise, students could easily perceive 

it as a time not to participate fully, since they are asked to 

lie completely still for a fairly long duration. However, the 

majority of the class found the process of relaxation and meditation 

to be very beneficial. They were allowed the opportunity to visualize 

themselves in a wide variety of performance possibilities, such 

as singing and dancing alone on a bare stage with the audience 

gradually appearing as their performance grew stronger and stronger. 

They also looked into the emotions characteristic of stage-fright 

as well as the elation found in a well-delivered song. The students 

found this exercise a useful tool that they could take into rehearsal 

as well as actual performance. The process of tension/relaxation 

allowed the students to experience the physical difference between 

a tense muscle and a relaxed one, and the problems that tension 

can cause in the entire body, especially in the singing mechanisms. 

Lyric Scoring 

Exercise E 

To instruct students in David Craig's theory of Five Technique 

Exercises on a lyric. The process is designed to find a subtext 
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to the lyrics, an entire story that relates to the words being 

sung. The subtext is then used to score the song by creating 

movement, emotion, and gestures that are presented by the singer. 

The technique is particularly valuable because it can be used in 

the class workshop, an audition, and in stage performance. A problem 

with the technique is that it is complicated and not readily 

accessible without a thorough understanding of the concepts involved. 

Though each step is important, some are difficult for many performers, 

especially inexperienced ones. 

Result frcm Exercise E 

The individual levels of success for the students in this course 

using, or attempting to use Craig's technique, were perhaps the 

most extrane of any exercise taught throughout the course's duration. 

All of the students were able to establish a written subtext to 

the lyrics and attempt to perform that story while singing the 

lyrics. In each case, the story came through, allowing a freedom 

of expression not seen in the students before. This performance 

exercise contrasted strongly with the student's initial audition 

performances. However, none of the students was able fully to 

grasp the technique in its entirety. All of them felt they missed 

at least one level of the five techniques, or that at least one 

level was not necessary. In final performance, the fifth level, 

or the "five," was not always complete. Gestures were not always 

presented organically ahead of the lyric, and occasionally the 

student resorted to previous habits of unnecessary movement or 
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emotion without a thought process behind it. This is not to imply 

that the exercise was a failure. Quite the contrary, as comments 

by the students can testify. The Craig technique is one that often 

takes years to master. Even seasoned professionals have taken 

his classes in Los Angeles for years on end, some never fully grasping 

the full extent of the technique's potential. Craig's technique 

is valuable in the way it forces students to think about any given 

moment they are singing on stage. The singer can never rely merely 

on the sound of his voice to communicate an idea. The singer must 

always express something beyond the mere thought that is being 

sung. Once a performer has an understanding of that concept, his 

performances will never be the same. 

Musical Theatre Scenework 

Exercise F 

To show students the difference between story actions and 

character actions. Story actions are deceptive in the way they 

only show plot infoimnation. Character actions are specific, revealing 

how a character approaches an action. One particular exercise 

involved two students, one playing a mother, the other, her son. 

The students were asked to present a brief improvisation based 

on the plot action of the mother pulling her son out of the way 

of a speeding car while attempting to cross the street. The students 

were then requested to perform the same action with the student 

playing the mother performing the action with three separate character 
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actions: to pull him out of the way furiously, pleading, and 

carelessly. 

Result from Exercise F 

Though the exercise seems simple in nature, it proved to have 

a lasting effect for the students in preparing their scenework. 

Students found that the variety of ways they can approach an action 

needs to be expanded when performing musical theatre scenes because 

of the truncated nature and lack of depth to much of the written 

material. A case in point occurred with a male student performing 

a scene frcm the musical Applause, based on the film All About 

Eve. His character, a theatre producer, is in the process of 

blackmailing a young ambitious actress. He forces her to kiss 

him, which she does, but not without biting his lip to spite him. 

As the performer pushed her away fron an obviously painful bite, 

he chose to react to her action with a rather robust laugh and 

spoke his next line calmly and low. This is a prime example of 

the student choosing a character action as opposed to a plot or 

story action. The moment on stage, brief as it was, was "right 

on target" and said much about the character not necessarily expressed 

in the script. A number of other students also made alarming 

character action choices based on the ideas expressed in the exercise. 

Exercise G 

To have each student develop his or her own monologue, 

incorporated with the entire class performing "Hello Twelve, Hello 
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Thirteen" from A Chorus Une. The monologue was centered around 

actual experiences relating to adolescence that affected the student 

in some way, i.e., embarrassing, joyful, emotionally devastating, 

etc. The monologue was worked on to remain specific and not 

improvised at the time of delivery to keep the idea that it is 

a scripted part of the entire presentation. Each monologue was 

specifically placed throughout the presentation of the ensemble 

number. 

Result frcm Exercise G 

Aside from the obvious comparisons to the way the actual script 

of A Chorus Line was created, the exercise proved most successful 

in the way that it allowed for the students to witness first-hand 

the power of self-dramatization. The monologues were surprisingly 

touching, well-written, and performed. The freedom in the delivery 

of the nranologues crossed over into the delivery of the song. 

The students were left with the idea that even when the material 

is not written by the person performing it, a personal commitment 

is always necessary and many times creates a life to the material 

that was not previously there. By taking risks while presenting 

their own stories, the students were able to transfer the risk 

taking into other scripted material as well. 
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THEATRE ARTS 4301 

Senior Projects in Theatre Arts 

THE GESTALT OF MUSICAL THEATRE PERFORMANCE 

I. This course is designed to guide performers in further 
development of musical theatre performance skills, making them 
more ccmfortable with the demands of the genre. Coursework will 
be structured around two primary interrelated objectives: 

A.) To "unify" skills in the areas of acting and singing 
in relation to their role in musical theatre performance. The 
focus of this unification will be on performers using acting skills 
in song and scene work. 

B.) Developing "self-dramatizing" characterizations that 
utilize more of the actor in performance, as opposed to pushing 
character purely in the context of the script. 

II. Coursework will consist of and cover a variety of areas to 
include the following: 

1. Auditioning for the Musical Stage. 
2. Song Delivery. 
3. Musical Theatre Scenework. 
4. Scene-to-Song Transition. 
5. Lyric Scoring—Five Technique Exercises on a Lyric. 

III. Grades will be assigned k)ased upon the following criteria: 

1. Attendance and class participation. 
2. Successful completion of all course assignments. 
3. Submission of an acting journal regarding semester 

progress, observations, etc. 

Instructor will meet individually with class participants 
four times during the course of the semester to discuss and 
evaluate growth, concerns, assignments, etc. 
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QUESTIONNAIRE #1: 

1. What aspects of your performance ability would you 

like to improve? Are there things you would like 

to change? 

2. How do you see yourself as a performer? Strengths, 

weaknesses? 

3. How would you describe your future career if it 

went exactly as you would wish? 

4. What do you need to do in order for your description 

in #3 to happen? 

5. Are you more comfortable as a singer, dancer, or 

as an actor? 

6. Do you feel good (free) about your physical presence 

on stage? Explain. 

7. Do you feel good (free) about your emotional presence 

on stage? Explain. 

8. IDo you feel that your singing technique is moving 

in the right direction? Does it relate well to 

#6 and #7? 

9. Eto you feel your acting technique is moving in the 

right direction? Does it relate well to #6 and #7? 

10. How do you feel you take criticism? How much positive 

reinforcement is necessary for you to feel all 

right about yourself? 

11. If you could play any character in musical theatre, 

who would it be? Why? 
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12. How would you describe the qualities and attitudes 

of a teacher who would do you, personally, the 

most good? Be specific about the demands, the 

ways of working that you think would help you most. 

13. You are a critic: describe yourself as a performer 

as objectively and in as much detail as possible. 

14. What aspects of your own personality do you feel 

you present most strongly when performing? 

QUESTIONNAIRE #2: 

1. What aspects of your performance ability have improved 

this semester? Which are still weak? Be specific. 

2. How do you currently see yourself as a performer? 

3. Do you feel your ability and preparedness to audition 

has been enhanced? If so, why? 

4. Has this class made you more comfortable with your 

physical self on stage? If so, why? 

5. Are you more comfortable with musical theatre 

scenework, as well as more aware of its purpose, 

restrictions, etc.? Explain your understanding 

of musical theatre scenes, and how you might prepare 

and perform them. 

6. Extending from question #5, are you more comfortable 

and do you have a better understanding of musical 

theatre scene-to-song transitions? Explain your 

understanding of the process and how you might attack 
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such a transition on stage. Again, be as specific 

as you can. 

7. Have you been able to take more risks this semester 

through your work? Explain. 

8. Have you gained and benefited from improvisation 

work done this semester? If so, specify which 

exercises and how you gained. 

9. Has the work in song delivery helped you? 

Specifically, have the Five Technique Exercises 

on a Lyric helped you handle musical theatre material? 

If so, specify how the concepts, techniques, etc., 

have helped you in delivering a song. Will you 

be able to use any of the work done in this area 

in the future? If so, specify. 

10. Explain your concept of the "gestalt" of musical 

theatre performance. The unifying of skills and 

your adaptation to that unification. Has this 

course helped in that unification? If so, how? 

11. Explain your understanding of the concept of self-

dramatizing characterization and how it pertains 

to you. Be specific. 

12. Elaborate on over-all impressions of this course 

and your work this senester as well as where you 

plan to take it from here. 
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"I feel that I have made good progress in gaining confidence 

in my ability to perform on a par with the younger members of the 

class. One of the most rewarding elements of this class has been 

their acceptance of me. By far the most valuable gain has been 

in the area of motivation and focus. The five-step technique is 

marvelous. I feel much better about my voice." 

"I feel much more comfortable on stage. In this area, I've 

always felt good, but now I have more purpose, more control. The 

remarkable thing is, contrary to some instruction I've had in the 

past, I still have the joy and 'rush' even though I've had to change." 

"Really a neat class. I always tend to judge myself unjustly. 

Today we made up a story and sung it while the other person either 

reacted or acted out what we were saying. 

I felt more relaxed and found myself not concentrating so hard 

to create. Ideas were just more or less ccxning out of my mind 

instead of going through a thought process. 

This exercise was very enjoyable and helped relax the class 

as a whole." 

"My favorite part of this class is being able to observe others 

and leam from them. To find things I might like or things I notice 

I do not care for and watch not to do that. 

Seems that learning to relax is the key to everything. When 
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you concentrate on things you over correct. . . relaxing you can 

adjust easier and make it less obvious. 

I'm very nervous, however, on expression. I always feel clumsy, 

not natural looking at all." 

"I sometimes feel I become too intense on stage musically and 

it locks down the freedom of my vocal mechanism. I know there's 

a delicate balance between all three." 

"Musical theatre scenework requires a different outlook than 

drama. There must be a tension that can only be eased (or heightened) 

by a transition from acting into song or dance. There must be 

reason and motivation for this change (unless you are Flo Ziegfeld). 

To build a scene and ccn±)ine all three elenents: one must determine 

the thrust and, hopefully, the ultimate impact, by blending the 

three into a seamless whole." 

"I have always been able to isolate myself in a crowded situation 

before a performance, but I think that now I can extend this to 

preparing for a role. I can memorize more effectively by zeroing 

in on the lines, connecting them with the moves. Specifically, 

I clear my mind of everything but the task at hand and direct my 

energies toward control and mastery." 

"As a performer my strengths are my gifts: freshness, presence 

and the talent to show myself through acting. As a performer my 
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weaknesses lie in defining what is acting and what is not. I get 

caught up in who I am rather than who the character is if I don't 

like the character. I take acting too personally sometimes." 

"I feel that my total stage confidence has improved quite a 

bit, and my voice has become a lot more consistent. I can sound 

good even when I'm not in the shower. I'm relying on technique 

now instead of just a prayer. My dance is still my weakest area 

in performance. I do think that I've improved, however, in that 

area as well." 

"I currently see myself as a performer with a lot of potential 

and need for improvement. I feel a lot better about myself on 

stage than I did a year ago." 

"I think the main thing that this course has taught me about 

feeling ccxnfortable with musical theatre scenework, is the correct 

use of transitions. The transition from scene to song can either 

make or kill a song and scene. I also think that I've gained a 

new respect for musical theatre scenes. I used to think of scenes 

between songs as merely a bridge frcm song to song. Now I realize 

that these scenes can have true theatrical merit with a beginning, 

middle, and an end." 

"I think the main thing to remen:iber when dealing with transitions, 

is not to fall into any emotional traps. It's so easy to play 
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the emotion of the song I'm about to sing instead of playing against 

that emotion. The best transitions I've seen are those that have 

a true purpose and don't give the song away." 

"The five technique exercise is one tool that I'm sure I will 

be able to use. The subtext monologue that goes along with the 

lyrics is something that should be written for every song I sing. 

I think the five techniques bring out different aspects of a song 

that could not be found if the five steps were not used." 

"My song delivery has improved about a zillion degrees. Once 

I gave up mourning for the voice I had and began to like this new 

lower range, it was easier. Also, the five steps keep me so busy 

I forget to worry about it and, naturally, the voice shows that 

I am relaxed and is much fuller in tone. I certainly plan to use 

this technique frcxn now on as a performer and as a coach when I 

get my degree." 

"The three concepts of acting, singing, and dancing are what 

musical theatre is about. An effective singer and dancer must 

first be an actor. A beautiful voice is only one dimension of 

a star quality performer. The emotion must fire the lyrics with 

passion. The movements of the dance must enhance the emotion and 

the lyrics. There must be a balance of the three to engage and 

hold the attention of the audience. I understand, at least I see 

the possibilities, of combining the three to my advantage as a 

performer." 
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"The concept of a 'self-dramatizing' characterization is basic 

to achieving a performance level. The actor has only what he/she 

is with which to work. The body, intellect, memories, passions; 

these are an actor's resources. It is not necessary for an audience 

to know exactly what motivates the actor so long as the emotion 

is there to inspire their response. I can only portray what I 

am. There are depths within that one doesn't realize that can 

be tapped to flesh out the motivation for a good performance. 

This can be seen as identifying with the song or role so strongly 

that it becomes yours." 

"To sum up, this class has put theatre in a new perspective 

for me. I can do it. Even those things that I am the least gifted 

in. No matter what brand of hell was going on in my life, I always 

felt great when I left that class. I would like to think that 

I can teach that well someday." 

"My concept of 'unifying' skills is when acting, singing, and 

dancing are all used to portray the action of the piece that is 

being performed. One should not take away from or overshadow the 

other. I think this course has helped me think of myself as a 

'total' performer instead of just an actress, or just a singer." 

"'Self-dramatizing' characterization is applying all of my 

own personality traits to my characters. Its a way of making my 

character stem from things that are real to me and therefore, real 
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for my audience. There is no way to totally separate actor from 

character, so it is better to make your own self work for your 

character." 

"This course has been very teneficial to my college career. 

I would like to continue to use the techniques that we have discussed 

to improve my over-all performance. It has really helped to have 

the same person as a fellow actor, director, choreographer, teacher, 

and especially friend. Thank you for your constructive criticism 

and your honesty. You have truly been my inspiration for so many 

of my endeavors." 

"Much fun today. Did our songs three different ways: 1. 

As a monologue with the melody serving as underscoring. 2. Singing 

it, while someone manipulated our bodies. 3. Singing it while 

someone held up flash cards and we played the emotion on the card. 

It is amazing how well people can sing while they're concentrating 

on other things. Its so much easier when you're not thinking of 

it." 

"I'm really pleased with the fact that most of what John mentions 

is what I, too, have come to believe as a performer. Especially 

the 'self-dramatizing' character. I do think it is the present 

and future of theatre, musical or otherwise. I'm mad at myself 

for not letting it infiltrate my previous audition songs. I've 

always thought, and wrongly so, that a song was just a vehicle 

for your voice." 
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