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  PART ONE:


  THE KNOWLEDGE




  About This Book




  WHO IS IT FOR?




  If you need to sing in an audition, then this book is for you. It is an easy-to-use, accessible resource that will help you discover the perfect song choice – no matter what your audition needs. You might be applying for a vocational musical-theatre course, or a place on a performing-arts degree. If so, this book will help you find a first-rate, distinctive song that shows off your voice and reveals your full potential. Or you might have an audition for an acting programme. If singing is not your first skill, you will want to find a song that sits comfortably in your range that you feel confident with – but that also highlights your strengths as an actor. The songs you need are identified inside. The book can assist you if you are auditioning for a school production, or for a youth drama group – enabling you to find the song you need to land the role you want. Finally, this book is an invaluable tool if you are already in vocational training, or are a professional actor. It will help you broaden your understanding of the musical theatre repertoire so you can continuously develop your portfolio of songs, and is a great resource when you need to find the right material for a last- minute casting.




  WHAT IS INSIDE?




  The book explores fifty songs that have been carefully selected because they work particularly well in audition. For each song there is a detailed, bespoke self-rehearsal guide. These guides contain the sort of information you would receive from sessions with a vocal coach and a director – providing you with the professional expertise and technical advice you need to deliver a high-quality performance. Each guide is like a singing lesson and an acting class rolled into one.




  The self-rehearsal guides begin by describing what are commonly known as the given circumstances of the song (see here). They outline how it fits into the narrative arc of the musical, summarise what has happened previously, and provide key information about character and setting. The lyric of the song is then analysed as a piece of dramatic text, helping you develop a clear understanding of the writer’s intentions. Potential objectives and actions (see here) are discussed to open up possibilities for the sort of acting choices you might play. The pivotal dramatic moments of the song, called events, are pinpointed where appropriate – and acting tips are provided to help you shape your overall performance.




  Alongside the investigation of the acting content, the self- rehearsal guides explore how to tackle the songs from both a musical and vocal perspective. A recommended recording of the song is suggested for you to listen to that can help you learn the music accurately and understand the correct vocal style. This is particularly useful if you don’t have access to a singing teacher who can help you learn the music. The vocal range and original key signature of the song are identified, and your choice of accent is discussed. At times, cuts are also suggested, as you will need to shorten some songs for audition. Finally, the guides offer advice on how to deliver the songs vocally and musically. For those looking to deliver a more advanced-level performance, perhaps for a drama-school audition or a professional casting, the technical set-ups and vocal delivery required for the song are examined. These provide an overview of the musculature you should use to ensure your vocal performance is healthy, repeatable, dynamic and stylistically accurate. The technical language in this book is heavily reliant on the work of Jo Estill, the American voice specialist, who died in 2010. The Estill method is a very useful system because it is anatomically specific. It allows you to understand, feel and recreate the precise muscular patterning needed to achieve the different sounds used in musical theatre. In particular, this book frequently references Estill’s work on voice qualities (see here), such as Twang and Belt. Advice is also given on musical decisions, such as dynamics and phrasing.




  At the end of each guide you will find directions to a suggested website where you can purchase the correct sheet music for the song, as, for copyright reasons, the music and lyrics can’t be included in this book.




  ADDITIONAL SUPPORT




  To support the specific detail of the self-rehearsal guides, at the beginning of the book there are three extended chapters that contain overarching advice that will help you to prepare, rehearse and perform any of the songs. The first chapter provides definitions for the acting, singing and musical terminology you will encounter in the book. The second contains a series of easy-to-follow acting and singing exercises that will help you to improve your vocal delivery, and to produce a truthful and spontaneous performance of the lyric. The final chapter provides advice about audition technique. It deals with issues like making a good impression when entering the room, communicating musical instructions to the pianist, singing to a panel, and responding to redirection.




  CHOOSING A SONG THAT SUITS YOUR VOCAL RANGE




  The first factor you need to consider when choosing a song for any audition is: ‘Does it suit my vocal range?’ The song material in this book is divided into two sections: Tenor/High Baritone and Baritone/Bass. The first section is generally for men with higher voices, the second for those who mainly have a deeper sound. These terms – Tenor, Baritone and Bass – categorise a singer not only by their pitch range, but also reflect where their voice has the best timbre, where it sits most comfortably and resonantly. Modern vocal training allows all singers to expand their upper ranges through exercise. So as a baritone, for example, you may find you are able to sing higher than some tenors – but are still classed as a baritone because your voice sounds best in a lower register.




  Because of these anomalies, you may find that, if you are a baritone, some of the songs on the Tenor/High Baritone list may also work for you. Equally, if you usually sing tenor, you might find songs on the Baritone/Bass list that you can use. Therefore, to aid you with your decision-making, each song has its precise vocal range outlined in the self-rehearsal guide. If you don’t know your own vocal range, it is worth asking a friend or teacher who plays the piano to check this with you. Typical vocal ranges for the four voice types are as follows:




  Tenor: C3 to C5


  (one octave below middle C to one octave above middle C)




  High Baritone (sometimes called ‘Baritenor’): A2 to C5


  (the second A below middle C to one octave above middle C)




  Baritone: A2 to G4


  (the second A below middle C to the G above middle C)




  Bass: E2 to E4


  (second E below middle C to the E above middle C)




  TRANSPOSING SONGS




  Sometimes actors consider transposing a song into a lower key if it is too high for them. Whilst many sheet-music websites – which sell the music you will need for your audition – offer this facility, it is not something to be recommended. An experienced audition panel – who will know the repertoire well – are able to tell if you are not singing your song in its usual key. If you change the key signature of a song so you don’t have to sing the high G, they will assume it is because you can’t. You may as well enter the audition with a placard saying: ‘I can’t sing above an F[image: ]!’ Therefore you are well- advised to choose a song you can deliver in the original key – which is indicated in the self-rehearsal guides – in the vast majority of circumstances.




  A final point to consider when thinking about range is ensuring that your chosen piece doesn’t stretch you to breaking point. For a song to be advisable you need to be able hit the top note when you are nervous, feeling a bit off-colour, and at nine o’clock in the morning. Don’t select a song if you can only deliver the big belt when you are feeling on top form, have your fingers crossed, and the wind is blowing from the south-west!




  CHOOSING A SONG THAT SUITS YOUR CASTING TYPE




  Whilst it is essential to choose a song that sits within your vocal range, it is also highly advantageous to pick material that reflects your ‘casting type’. This term refers to the type of characters that you would most likely be cast as professionally – because they are of a similar age, physicality, personality and life experience to yourself. Traditionally your casting type would also have been defined by ethnicity, but with the advent of ‘colour-blind’ or ‘non-traditional’ casting, many contemporary productions commendably choose to ignore the ethnicity of the actors in stories in which race is not germane. An increasing number of productions are also casting ‘gender- blind’. Although this is to be much encouraged in other circumstances, songs written for women have not been included in this book due to the technical difficulties presented by differences in the male/female vocal range. However, if you are particularly interested in singing a song originally written for the female voice, you can find some great material in the companion book Audition Songs for Women.




  Reflecting your casting type in your song choice is particularly important in professional castings, as it allows the audition panel to sense whether you might be suitable for a particular role. If you are auditioning for Les Misérables, do they see you as a Marius or an Enjolras? If you have a casting for Grease, are you right for Danny Zuko or for Kenickie? Of course, if you are applying for a place at a drama school, you will not be auditioning for a specific role, but these questions are still valid. If you choose a song that suits your casting type it will give you the best opportunity to show the tutors your potential, and reveal that you have an understanding of yourself as a developing actor.




  To help you decide which of the songs in this book might suit you best, look at the ‘Choose this song if ’ section at the top of each self-rehearsal guide, which provides an overview of the character and helps you to understand quickly if it may work for you.




  UNDERSTANDING YOUR CASTING




  When I teach in drama schools, I often lead Professional Development classes for students who are preparing to enter the industry. A question I am regularly asked by final-year students is: ‘What is my casting?’ In helping them to answer this query I encourage them to look at the roles they have performed before, particularly those they felt they did well in, and to try and identify any commonalities they notice about those characters. If you have played parts before then try this task for yourself: you may find it gives you a clearer comprehension of your casting type.




  If you have not had much previous performance experience, another way to gain an insight into your likely casting is to consider how you relate to some of the archetypes we see in plays and films. Are you the romantic lead, the villain, or the sidekick? Would you play the soldier or the solicitor? The chimney sweep or the aristocrat? You should also consider whether you look your age, or could be cast as someone younger or older. Decide if you have a modern, contemporary appearance that would work for musicals like Spring Awakening or Hamilton, or whether your style and demeanour is more suitable for period pieces like Carousel or My Fair Lady. You may be right for both – depending on how you choose to behave, dress and style your hair. These are all factors in understanding what type of material may suit you.




  But perhaps the best way to understand your casting type is to ask some close friends, whose opinions you trust, how you come across in day-to-day life. Choose people who you think will not only be honest, but also sensitive. It can be challenging to hear how you come across to others, particularly if the answers are not entirely flattering and were not what you were expecting. Get them to answer the following questions about you, and encourage them to be as frank as possible:




  • How old do you look? (Get them to express this in range of five years, for example: 15 to 20, or 33 to 38.)




  • If they were to choose five adjectives to describe the way you come across, what would they be? (For example: inquisitive, shy, flirtatious, flamboyant, confrontational.)




  • If they were to name three professions you could convincingly play, what would they be? (For example: a coal miner, an estate agent, a doctor.)




  After this exercise you should have a much clearer understanding of your casting type – or what is sometimes called your ‘unique selling point’ (USP) – and therefore a better sense of what songs might work for you.




  CHOOSING A SONG THAT IS THE APPROPRIATE MUSICAL STYLE




  If you are auditioning for a particular production, it is beneficial to select material that has a similar style to the show you are trying out for. This helps the panel determine whether you can sing and act in an appropriate manner for that particular score. To aid your understanding of which composers and lyricists wrote in a similar stylistic vein, outlined below are some of the major sub-genres of musical theatre featured in this book, their characteristics, and the composers and lyricists who wrote in that particular style. To aid you, the sub-genre of musical theatre that each song belongs to is indicated in the self-rehearsal guides.




  Note: If you are auditioning for a drama school, rather than for a production, you will not normally need to restrict yourself to a particular style of musical theatre – unless this is specified in the school’s audition requirements. In auditions for vocational courses, you are normally best advised to choose any musical-theatre song that most suits your voice and personality.




  MUSICAL COMEDY




  When: The era of musical comedy was between approximately 1925 and 1943.




  Key Composers/Lyricists: Cole Porter, Irving Berlin, Richard Rodgers and Lorenz Hart, Jerome Kern and Oscar Hammerstein II, Harry Warren, Kurt Weill, and the Gershwin brothers.




  Acting Style: Musical comedy had its roots in the bawdy world of vaudeville and burlesque and, as a result, these first American musicals were often little more than a series of popular songs, comic sketches and dances strung together by a tenuous storyline. The frothy, light-hearted writing of this period was symptomatic of the prevailing social circumstances of the time, as it offered audiences of the 1920s and ’30s some escape from their memories of the First World War and the harsh realities of the Great Depression. Because it is generally upbeat, to act this material well you need to find real pleasure in the linguistic ingenuity of lyricists like Cole Porter and Lorenz Hart. You should really taste the rhythms and rhymes in your mouth, so the panel can share in the wit and brilliance of the lyrics. Your performance usually needs to be positive, uplifting, and laced with a sense of cheek and fun.




  Musical Style: The songs of this period tended to be heavily influenced by jazz, and many of them have gone on to become famous ‘standards’. They therefore lend themselves to a jazz singer’s interpretative skills, such as the ability to back-phrase, to ‘bend’ the pitch of notes, and to sing quartertones (a note that lies between two notes on a piano). In the terminology of singing teacher Jo Estill (see here), musical comedy requires a generous usage of the Speech and Twang voice qualities, with some Belt at the end of the big show-stopping numbers. The use of Sob and Cry qualities tends to be limited to the romantic ballads.




  BOOK MUSICALS: THE ‘GOLDEN AGE’




  When: The ‘Golden Age’ of musical theatre can be defined as being between approximately 1943 and 1965. Some landmark ‘book musicals’, such as Show Boat and Porgy and Bess, came before this period, but the landscape of musical theatre is commonly perceived to have been revolutionised with the opening of Oklahoma! in 1943.




  Key Composers/Lyricists: Richard Rodgers and Oscar Hammerstein II, Alan Jay Lerner and Frederick Loewe, Jerry Bock and Sheldon Harnick, Leonard Bernstein, Jule Styne and Frank Loesser.




  Acting Style: Book musicals, which were initially pioneered by lyricist Oscar Hammerstein II, tackled more serious dramatic material than was the case in musical comedy. The songs in book musicals were written to emerge organically out of the scene and to further the plot. In some senses the book musical is the genre’s equivalent of psychological realism – Stanislavsky’s term for the believable representation of life on the stage. Although you could argue that musicals are not a realistic style of performance – because the characters are singing when they wouldn’t do so in life – a key to the dramaturgy of a book musical is that the characters are not aware they are singing. In their heads, they are engaging in an ordinary conversation, or are voicing aloud their internal thoughts. The audience just hears these words as sung text, rather than a spoken scene or soliloquy. So when you act this type of song, your aim is to be as truthful and believable as possible, and to perform a series of actions that are psychologically coherent for the character. The acting style is what we might call ‘musical realism’.




  Musical Style: The vocal set-up required for the work of Rodgers and Hammerstein, Lerner and Loewe, and Bock and Harnick is known as ‘legit’ singing. Legit singing is similar to a classical set-up; it can require you to be able to sing long phrases with a legato line and a lowered larynx. In Estill terms, a legit set-up makes considerable use of Cry and Sob qualities. In the book musicals penned by these writing teams, Speech quality is usually confined to the verses and pre- choruses at the beginning of songs. On the contrary, the musical style of Bernstein, Styne and Loesser had a strong connection with jazz and big-band music, so a legit style is less relevant. Speech, Twang and Belt qualities are more appropriate for these jazz-based composers, and in the specific case of Bernstein, Opera quality as well.




  CONCEPT MUSICALS




  When: Concept musicals were most prevalent in American and British musical theatre from roughly 1960 to 1990.




  Key Composers/Lyricists: John Kander and Fred Ebb, Stephen Sondheim, and Andrew Lloyd Webber.




  Acting Style: From the beginning of the 1960s, musical-theatre writers began to deconstruct the formula of the integrated musical play established by Hammerstein – in which the songs and dances emerged organically out of the plot and furthered the action. In musicals like Stephen Sondheim’s Company and the film version of Kander and Ebb’s Cabaret, the use of song was akin to the ideas of German playwright and director Bertolt Brecht. The songs, rather than moving the story forward, cut across it and commented upon it. To act songs from concept musicals, you therefore not only need to understand and be able to play the character’s objectives, you must have the skills to interpret and communicate the themes and/or politics of the writing. To do this successfully, concept musicals often require the use of ‘Epic’ acting techniques, such as direct address (see here), narration and the use of a heightened vocal and physical transformation.




  Musical Style: Concept musicals varied greatly in their compositional styles during that thirty-year period, to an extent that it is nearly impossible to define a universal vocal style that would be appropriate. What can be agreed is that Speech quality became ever more vital, as the ability to communicate the themes articulated in the lyric often became more important than the beauty of the singing voice – particularly with the work of Sondheim.




  CONTEMPORARY MUSICAL THEATRE




  When: From 1965 to the present day.




  Key Composers/Lyricists: Andrew Lloyd Webber, Alain Boublil and Claude-Michel Schönberg, Lin-Manuel Miranda, Jason Robert Brown, Andrew Lippa, Jeanine Tesori, Stephen Flaherty and Lynn Ahrens, Stephen Schwartz, Richard Maltby Jr. and David Shire, Alan Menken, Benj Pasek and Justin Paul, William Finn, Elton John, Cy Coleman, and Howard Goodall.




  Acting Style: The performance style of contemporary musicals is now very broad. In the 1980s and 1990s there was a trend for productions that became known as ‘mega-musicals’, shows that were largely sung-through with minimal or no dialogue – and that had lavish production values. But in the last twenty years you will also find shows that are written in traditional book-musical format, like Wicked and In the Heights, and concept musicals, like The Last Five Years and Spring Awakening. As such, it is impossible to define a single acting style that is appropriate for contemporary musical theatre – the approach required can only be defined by looking at the form of a particular musical.




  Musical Style: From the late 1960s there has been a gradual shift in the musical DNA of Broadway and West End musicals, in that the majority of scores are now influenced by pop or rock music – rather than jazz. (Shows written after 1980 that still use jazz music as their basis, such as Lippa’s The Wild Party and Flaherty and Ahrens’s Ragtime, tend to be period pieces.) When working on contemporary, pop-based musical-theatre songs, Speech and Twang qualities are the staple set-ups, with Belt used for moments of passion. Cry is also used, though less frequently. Alongside scores where the pop idiom is clear are other musicals that require a different vocal set-up – musicals that have sometimes been classed, a little unkindly perhaps, as ‘poperetta’. In musicals like Les Misérables and The Phantom of the Opera, the musical structures are those of pop songs, but in performance they are often delivered with a vocal set-up that sounds something like classical singing (though rarely what Estill would define as an Opera quality). As a contemporary version of legit singing, this set-up is based around a Speech quality, but is modified to include a lowered larynx, which makes it sound more classical.




  The Terminology




  ACTING TERMINOLOGY




  In order to take best advantage of the advice and exercises in this book, you will need to understand some of the key concepts and terminology relating to performance that are used. Below is a glossary of the most important, beginning with those related to acting.




  Given Circumstances




  This term, from Russian practitioner Konstantin Stanislavsky, refers to the environmental and societal conditions of a song or scene that influence the actions and behaviour of the character. The given circumstances are derived by answering fundamental questions from the character’s perspective, such as: Who am I? Where am I? When is it? What has happened previously?




  When working on a full-length production, the answers to these questions are usually ascertained by deriving information through an analysis of the entire script, from historical and social research, and by informed, imaginative choices where no definite answer is possible from the first two approaches. In this book, the elements of the given circumstances that are most important to the delivery of the song are those outlined. On occasion, when the given circumstances of the song as they exist in the musical are unhelpful – or there are none, because the song is from a revue show without a through-narrative – then a set of given circumstances have been invented to make the song easier for you to perform in an audition context.




  Objectives




  An objective is what the character wants. For example, during ‘Soliloquy’ from Carousel, Billy’s objective, what he wants, is: to decide what to do now that he is going to become a father. In ‘Why, God, Why?’ from Miss Saigon, Chris, an American GI, is feeling conflicted because he has just fallen in love with Kim, who is Vietnamese, when he was so close to finishing his tour of Vietnam. His objective in this song is: to get God to explain why he brought Kim into his life in this untimely manner.




  Units




  A unit is a section of dramatic text. Different practitioners divide a text into units in different ways. In my own practice, particularly with song lyrics, I have always found it most useful to start a fresh unit each time the character has a new objective. Here is an example of uniting from the song ‘Hello, Little Girl’ from Into the Woods by Stephen Sondheim:




  UNIT 1




  Look at that flesh,




  Pink and plump.




  Hello, little girl…




  Tender and fresh,




  Not one lump,




  Hello, little girl,




  This one’s especially lush,




  Delicious…




  Mmmh…




  UNIT 2




  Hello, little girl,




  What’s your rush?




  You’re missing all the flowers.




  The sun won’t set for hours,




  Take your time.




  This song is sung by the hungry Wolf as he stalks Little Red Riding Hood. In the first unit he is talking to himself, and she can’t hear him. His objective here is: to get himself salivating at the prospect of a tasty meal. During the second unit he talks directly to Little Red Riding Hood. His new objective, starting at the word ‘hello’, is: to convince her not to run away.




  Trying to act a lyric in its entirety can sometimes be a daunting challenge, but dividing a song into units in this way – and by knowing what the character is trying to achieve in each section – makes it much easier to perform. As Stanislavsky famously suggested, it is like breaking a cooked turkey into pieces to allow you to consume it piece by piece, rather than trying to eat the whole thing at once.




  Actioning




  If an objective is what the character wants, then an action is the means they use to get what they want. An action always takes the form of a transitive verb. In the process known as actioning, which was first developed by the American acting teacher Stella Adler, you assign a different transitive verb to each sentence of the text. This system can help you find variety and specificity in your performance, making it more engaging to watch. An action should always help you achieve your objective and should fit into the following format:




  I [action] you.




  For example, in the song ‘Willkommen’ from Cabaret, the objective of the Emcee is: to welcome the audience to the Kit Kat Klub. If you were playing the Emcee, actions you could play on the clientele of the club might include: I greet you, I entertain you, I intrigue you, I amuse you, I provoke you.




  When the character is singing onstage alone, the format of actions becomes as follows; if they are singing to themselves:




  I [action] myself.




  Or if they are singing to a higher power such as Fate:




  I [action] Fate.




  During the song ‘Gethsemane’ from Jesus Christ Superstar, Jesus is talking to God, his father. His objective is: to get God to change his mind about sending Jesus to his impending crucifixion. An actor performing this song might use actions such as: I challenge God, I implore God, I urge God, I hurry God, I defy God.




  Circles of Attention




  Your primary function as an actor is as a storyteller. Making good use of what are called ‘circles of attention’ can help clarify the narrative of your song and ensure your choices make logical sense to the audience or audition panel. This term was originated by Stanislavsky, and refers to the outer limit of where your focus and awareness is placed at any one time. There are three circles of attention. In the first circle, you focus very tightly on yourself. So if you are working in this circle of attention you might be looking at part of your own body, such as your hands, or something extremely close to you, like the floor beneath your feet. When we are remembering something, or dissecting a problem, we often look in the first circle, as our eyes tend to focus on points very close to us. When you are working in the second circle, you are looking at something within the playing space – or in this case, the audition room. If you are looking at the panel, for example, you would be working in the second circle. You are using the third circle when you are looking at something imaginary outside of the space, like the stars or the sky. When using the third circle, you should always see something in your imagination. Human beings often see memories, or picture a future event, in this circle.




  Circles of attention are important, in that they enable those watching to infer meaning into what you are doing. When you are on an audition panel, it can be off-putting to watch a singer staring into the middle distance for no particular reason, or whose focus is flitting around nonsensically. Where appropriate, advice on this aspect of performance is given in the self-rehearsal guides.




  Acting is Reacting




  ‘Acting is reacting’ is one of the most commonly used phrases in contemporary actor-training. As it is central to some of the advice given in this book with regards to acting through song, it merits explanation here.




  This idea is centred around the conceit that, in order to perform truthfully, you must act upon genuine internal impulses. These impulses occur when you respond spontaneously to an external stimulus in the moment of acting the song, rather than making a predetermined choice. In many acting methodologies, notably the work of American acting teacher Sanford Meisner, the stimuli for these impulses are usually your fellow actors. When following this key principle of his training, you simply pay attention to their performance and respond. This approach can lead to very truthful, organic work – but must be adapted for audition, where there are rarely other actors to respond to.




  Instead, in the audition room, you must generate what director and acting theorist Declan Donnellan calls a ‘target’. To describe it somewhat simplistically, a target is a picture that you see in your imagination, and falls into one of four categories. It can be an object that is in the character’s field of vision. For example, in ‘Oh, What a Beautiful Mornin’’ from Oklahoma!, Curly sings about the beauty of his surroundings, so the actor playing Curly’s targets should include the meadow, the cattle, the willow tree. In the real world, Curly would actually be able to see what’s around him; as an actor you must imagine them. The second kind of target is an image that relates to the character’s memory. If I ask you to remember the last film you saw, after a second or two, you will see an image from that film. That is how human memory works – it is always preceded by an image. So when a character remembers something, if you want to act truthfully, you must emulate this process. In ‘Empty Chairs at Empty Tables’ from Les Misérables, the actor playing Marius, like the actor playing Curly, needs to imagine his surroundings – in this case the ABC Café. But he also needs to see targets from the character’s memory, such as the bodies of his dead friends at the barricade. The third kind of target is an image that is prompted by the character thinking about the future. Again this reflects life. If I ask you to envision what you will do next weekend, an image will pop into your head. You might see the face of the friend you plan to meet, or the place you intend to visit. The fourth kind of target involves imagining the behaviour of another character. You might see them light a cigarette, begin to cry, or shrug their shoulders. Identifying what you need to see will be crucial when preparing the acting performance of your song, as when you begin to see detailed, well-chosen targets, it will provide you with the stimulus you need to respond organically in the moment.




  Direct Address




  Direct address is a technique that involves you talking straight to the audience or, in this scenario, the audition panel. Rather than pretending that the audience doesn’t exist and hiding behind an imaginary ‘fourth wall’, in direct address the actor makes eye contact with those watching and seeks to change them – by playing their objectives and actions on the spectator. The use of direct address is incredibly useful when delivering certain audition songs – such as comedy numbers, narrative pieces, or a lyric in which the character is seeking answers to a problem – as it can be engaging to watch and can help the panel feel included in the performance.




  ESTILL’S SINGING TERMINOLOGY: THE VOICE QUALITIES




  The methodology of the late American vocal expert Jo Estill is now predominant in contemporary singing training in the United Kingdom. The methodology she developed has become invaluable because of its specificity – it is a system that allows you to understand, feel and recreate the precise muscular patterning needed to achieve certain identifiable sounds. One of the central tenets of her work is the six ‘voice qualities’. A voice quality is a vocal set-up created by manipulating the movable structures of the vocal mechanism into a particular configuration in order to produce a desired, repeatable sound. Although most singing teachers would acknowledge that there are more than six voice qualities, in this book, the six that Estill documented are used as a means to recommend appropriate vocal choices for the songs. A brief outline of some of the main features of the six qualities are given below, along with a recommended example of each that you can listen to. The recordings are all from original cast recordings. In the next chapter there are some exercises that explore the practical application of Estill’s ideas if you are interested in utilising some of the more complex technical details in your work.




  Note: A detailed analysis of the vocal anatomy is beyond the remit of this book. However, if you want to discover more about the movable structures of the vocal apparatus, and the muscular set-ups of the voice qualities, then these are discussed in detail in Singing and the Actor by Gillyanne Kayes.




  Cry Quality




  Cry quality is a quiet, pure sound, useful for conveying character choices such as innocence, tenderness and thoughtfulness. A clear example of this quality is Mandy Patinkin singing George’s section of the duet ‘Beautiful’ from Sunday in the Park with George. The key components of the set-up are a tilted thyroid cartilage (see here), a raised larynx and thin vocal folds (the two small bands of muscle inside the larynx that vibrate and make contact in order to make sound).




  Sob Quality




  This quality is very similar to Cry quality in its muscular set- up, the only difference being that, in Sob quality, you have a lowered laryngeal position – which makes the sound darker and more intense. It can be used to communicate moments of sadness, grief and longing. A good example of Sob is Michael Crawford singing the opening verses of ‘The Music of the Night’ from The Phantom of the Opera.




  Speech Quality




  Speech quality is a fundamental sound of contemporary musical theatre. It is particularly useful when you want to focus the listener on the lyric, rather than the beauty of the voice, as it helps make your singing sound conversational. A clear example of this sound is Jonathan Pryce singing ‘The American Dream’ from Miss Saigon. As its name suggests, Speech is similar, in the way it sounds and is produced, to the manner in which many people talk. Its main features are a neutral laryngeal position, thick vocal folds, and a neutral tongue position.




  Twang Quality




  Twang quality is a very prevalent sound amongst singers working on contemporary musical theatre, particularly if it is an American show. Often mistakenly classed as purely a nasal sound, Twang can be either nasal or oral, depending on whether the soft palate is in a mid-position or is raised. (The soft palate controls whether sound is directed through your mouth, or through your nose, or through both; see here) A good example of Twang quality is Ty Taylor singing ‘King of the World’ from Songs for a New World. Some of the key features of the set-up include thin vocal folds, a raised larynx and a high back of the tongue. What differentiates it from Cry quality is that you narrow a fold of mucous membrane inside the pharynx called the aryepiglottic sphincter (or the AES for short). This creates an additional resonator, which gives your sound more edge so that it carries easily across large spaces.




  Belt Quality




  Described by Estill herself as ‘happy yelling’, Belt quality is the sung form of a shout. You would rarely belt more than one or two notes in a song, as the quality is normally used to highlight the most passionate and dramatic musical moments. A good example of belt is Terrence Mann singing the last note of ‘If I Can’t Love Her’ from the stage version of Disney’s Beauty and the Beast. The defining features of the quality include thick vocal folds, a high larynx, a tilted cricoid cartilage (which allows you to safely sing high in the voice with thick folds) and an anchored torso (see here).




  Opera Quality




  A good example of Opera quality being used in a musical is Howard Keel singing ‘Bless your Beautiful Hide’ from the film version of Seven Brides for Seven Brothers. Commonplace in the opera house, the quality is less frequently used in musicals and would only be used for scores where it is stylistically appropriate, such as parts of Sweeney Todd, and in some productions, West Side Story. Opera is a mixed quality, comprising Speech and Twang qualities, but with thyroid tilt added to sweeten the sound, a lowered larynx to ‘cover’ the twang resonance, and a strong voice/body connection.




  Falsetto Quality




  Falsetto quality is very useful for displaying moments of vulnerability, fragility and reflection. A good example of this quality is Michael Crawford singing the Phantom’s quiet section in ‘All I Ask of You’ from The Phantom of the Opera. Falsetto, as defined by Estill, uses an aspirate onset (where some of the breath escapes before the vocal folds vibrate) and vocal folds that are stiff – so they vibrate, but don’t meet fully.




  MUSICAL TERMINOLOGY




  Musical instructions are traditionally written in Italian. The key terms used in the book are translated for you below. If you wish to understand others that may appear on sheet music you purchase, then these can easily and quickly be defined using Google.




  • Colla voce: literally means ‘follow the solo voice’. Wherever this is indicated on your music, it means that you are able to sing in a free manner, and the pianist will follow you.




  • Crescendo: a gradual increase in volume.




  • Decrescendo: a gradual decrease in volume.




  • Key signature: a combination of flats ([image: ]) or sharps ([image: ]) written at the beginning of each stave to indicate the key of a song.




  • Legato: smooth and connected, without a break between notes.




  • Più mosso: more quickly (in terms of tempo).




  • Rubato: literally means ‘robbed or stolen’ time. At points where this is marked you have freedom to speed up and slow down the tempo at your artistic discretion.




  • Staccato: short and detached, a note separated from that which follows. Staccato notes are indicated by placing a dot above or below the notehead.




  • Time signature: an indication of rhythm recorded as two numbers, one on top of the other. The top number denotes the number of beats per bar, with the bottom number defining the note-length of each beat.




  The Exercises




  SINGING EXERCISES




  In the first chapter, we discussed the various factors you must take into consideration when choosing a song. Once you have made a choice, if you are to do yourself justice in the audition, you must then prepare and rehearse that material thoroughly. In order to do this, it is advisable that you spend some time practising with a pianist. However, as this is not always possible, outlined in this chapter are a series of fundamental exercises that you can do on your own, and apply to any number, in order to develop your vocal delivery and improve your acting through song.




  For some of the exercises you should work with a backing track to ensure you are working in the correct key. You can access backing tracks for many of these songs online, or you can ask a friend or teacher who plays the piano to record the accompaniment for you.




  The technical singing exercises are divided into two categories: Fundamental Exercises, which are suitable for any singer, and Further Exercises, for more advanced material and the more experienced vocalist.




  Your Working Copy




  To undertake the work in this chapter you will need two copies of the music. The first will be eventually be marked up for the audition pianist (see here). The second will be your own personal working copy – on which you can make notes as you undertake the following exercises.




  FUNDAMENTAL EXERCISES




  The following exercises are suitable for all singers.




  Marking Your Breath




  Your ﬁrst rehearsal task when you start work on a song should be to decide at which points in the lyric you are going to breathe. You should record these breath-points on your working copy by marking them with small ticks in pencil above the stave. (You shouldn’t put breath-marks on the pianist’s copy.) It is helpful and important to make these choices before you begin any practical work, because, as soon as you start to rehearse a song, your body forms habits. If you make informed choices about where to breathe before you begin practising – and then repeat those choices each time you work on the song – your intended breath- patterns will become part of your muscle memory.This approach will prove to be invaluable, as the last thing the panel want to see in the audition room is you thinking about your breathing.They want to see you acting through song. If you fail to make these decisions before you begin practising, you may ﬁnd you form bad habits during your early rehearsals – such as breathing in the middle of words or phrases – that can be problematic to rectify and lead to a poor interpretation of the song.




  But how do you decide where to breathe? Phrasing your song effectively – and artistically – is an important part of your craft as a singer. In theatre songs, the primary consideration when making choices about phrasing is that the sense of the lyric is communicated – so you should begin by looking at the punctuation.To help make the thought process clear, you should breathe in at the beginning of a new sentence, as it indicates the start of a new thought. Work through your music, marking a breath after each full stop, exclamation mark or question mark. Sometimes, sentences may be too long to sing in one breath and you will need to mark in additional breaths.The composer and lyricist will indicate where these might be necessary in one of the following ways:




  1. By using a comma or semicolon.




  2. By adding a musical rest in the middle of the sentence.




  3. By using a capital letter in the middle of a sentence.




  At times you will also need to breathe at these points, at other points it will not be necessary. It is about applying common sense.




  Abdominal Release




  Once you have marked all of the breath-points, you want to imbed your chosen phrasing into your muscle memory. Before you can do this, it is important to understand a process known as abdominal release.Try the following awareness exercise, which is a technique advocated by singing teacher Janice Chapman called Accent Method breathing:




  1. Place your right hand on your abdomen, with your thumb on your navel and the rest of the hand below.




  2. Make three short ‘z’ sounds with an accent on the ﬁrst sound (i.e. ZZ, zz, zz). With each sound, draw the navel towards the spine till the abdominal wall is pulled in. Note:You shouldn’t relax the abdominals in between sounds; the abdominal wall should be moving further towards the spine with each sound.




  3. After the third ‘z’ sound, immediately and completely release the abdominal wall so it relaxes over your waistband.This moment of relaxation, where the abdominal wall recoils, is an abdominal release.




  An important fact that sometimes confuses untrained singers is this: the abdominal release is your in-breath.You don’t need to breathe in once you have released; the breath has entered the body, ﬁlling your lungs with air. When you release the abdominal wall, the diaphragm ﬂattens and moves downwards. At the same time the intercostal muscles move the ribcage upwards and outwards, increasing the size of the chest cavity.This lowers the internal air pressure in your lungs, causing air from outside the body (which is now of a higher density) to rush in to balance the pressure.




  Sirening




  Now you have an understanding of abdominal release, you are ready to programme your decisions about breathing into your muscle memory. A good way to do this is by ‘sirening’ the melody. Sirening – which takes its name from the sound of an ambulance or a ﬁre engine – is a vocal exercise that involves gliding through pitch on an ‘ng’ sound. When you siren, the sides of your tongue should remain in contact with your upper molars and the soft palate should be lowered.The exercise is as follows:




  1. Stand in front of a mirror.This will enable you to monitor the movements of your abdominals in your reﬂection. Ensure your feet are parallel and directly underneath your hips.Your knees should be soft and your neck long. Place your hand on your abdominal wall as in the previous awareness exercise.




  2. Siren through the melody on an ‘ng’ sound. Use a piano, a backing track or a cast recording to ensure you remain in the right key. When you are sirening, ensure the sound is as quiet as possible. Keep the sides of your tongue against your molars as discussed.




  3. Every time you reach one of the breath-points you have marked, release the abdominal wall, as you felt in the awareness exercise. Monitor the movements of the abdominal wall with your hand and in the mirror. When you are managing breath successfully you will feel the abdominal wall moving slowly inwards as you sing.The abdominals will then release forwards at the end of the phrase, to allow the breath to drop in.The longer the phrase, the more you will feel the navel travelling towards the spine. Importantly, you don’t need to initiate this inward movement consciously – the body will do it for you. You should never deliberately pull the abdominals in when you are singing. Engaging in ‘abdominal pumping’ only serves to force the air out more quickly. Not only does this mean you run out of breath, it increases the pressure under your vocal folds, which can cause problems such as a constricted (raspy or gravelly) sound, cracking on top notes, and trauma to the vocal folds.




  4. Complete the exercise for the entire song.




  5. If you are struggling to access your abdominal release whilst standing up, you can try the exercise in alternative positions. You can sit on the edge of a chair with your legs wide apart, your feet planted ﬁrmly on the ground, and with a lengthened spine and neck. Working in this position can help you access your release more fully.You can also explore the exercise on all-fours – where the effect of gravity will assist your release – or by leaning your back against the wall with your feet about twenty centimetres away from the wall and your knees slightly bent.




  6. Repeat the entire exercise several times until the release feels habitual.




  Targeting Breaks in the Voice: the Thyroid Cartilage




  Sirening the melody is an excellent initial exercise for working on a new song. Not only does it programme abdominal release into your muscle memory, it also has the same effect on the movements of your larynx (sometimes colloquially referred to as ‘the voice box’, the larynx is the organ in your neck which houses your vocal folds – the muscles which vibrate when you sing).




  When you sing, your larynx changes position in two key ways as you progress through a song. Firstly, as the pitch rises and falls, your larynx moves up and down correspondingly. (If you gently hold your larynx with your ﬁngers and siren on an ‘ng’ sound from the bottom of your range to the top and down again, you will notice how the larynx moves in relation to the pitch.) The second key laryngeal movement is that of the thyroid cartilage.To locate your thyroid cartilage run your index ﬁnger from the centre of your chin slowly down your neck. Stop at the ﬁrst point of cartilage you encounter.This cartilage, in the centre of the larynx – which is sometimes called the ‘Adam’s apple’ – is the thyroid cartilage. It usually sits in a horizontal position when you are speaking, but when you speak or sing in higher pitches it can tilt in a downward and forwards motion. When in a tilted position, the thyroid cartilage, as it is attached to the vocal folds, causes them to stretch and become thinner.This enables you to access higher pitches, makes your sound quieter and sweeter, and is a factor in helping you access vibrato. (If you hold the thyroid gently between your thumb and index ﬁnger and make a whimpering sound like a puppy, you will feel the thyroid tilt.) The movement of the thyroid cartilage from a horizontal to a tilted position is perhaps the most important in singing – and the previous exercise of sirening through the melody can help to make it smooth and controlled.




  However, sometimes controlling your thyroid tilt can remain challenging.You may ﬁnd at certain points of the song you ﬂip from a horizontal to a tilted position – leading to a ‘break’ in your voice.This can often occur when you jump from a lower note to a higher note. At these moments you may experience a noticeable, and unwanted, shift in your vocal quality – like you are moving from a ‘chest voice’ to a ‘head voice’.These terms are becoming outdated in modern singing training. A more accurate anatomical analysis is that, because of poor thyroid control, you are ﬂipping from singing with thicker vocal folds to thinner vocal folds – or even that your vocal folds stop closing fully as you ascend in pitch and you end up singing in a Falsetto quality.To help ﬁnesse these transitions – and eradicate breaks in your voice – try the following exercise. As an example, I have described how you would practise the octave leap at the beginning of the chorus of ‘Somewhere Over the Rainbow’ from The Wizard of Oz – but the exercise would apply for any problematic interval between two notes.




  1. Identify the correct pitches for the two notes you are targeting, either by using a piano or by listening to a recording. It is vital that you are practising in the right key.




  2. Slide from the bottom note to the top note on a continuous ‘ng’ sound. (So in this example, you would slide from the note for the syllable ‘some’ to the note for ‘where’.) Do this as quietly as possible, keeping the back of your neck long. Make sure you are not contracting the abdominal wall as you go up in pitch. Repeat this stage several times until you are able to control the slide and there are no sudden shifts in the sound quality.




  3. Repeat the slide, but this time, instead of using the ‘ng’ sound, use the vowel of the bottom note. In this example, as the bottom note is the syllable ‘some’ you would there be sliding on an ‘uh’ vowel. As you do so, keep the tip of the tongue behind your bottom front teeth. Repeat this stage until the slide is smooth and controlled.




  4. Repeat stage 3, but now halfway through the slide move from the bottom vowel to the top vowel. In this example, you would therefore slide from an ‘uh’ vowel (for ‘some’) to an ‘air’ vowel (for ‘where’), i.e. ‘uh-air’.Try to keep the tongue as still as possible as you shift vowels.




  5. Now sing the whole phrase with the actual words but still include the slide in the sound, i.e.‘Some-(slide)-where over the rainbow’. When you can do this without ﬂipping, you will be successfully tilting your thyroid cartilage.




  6. Finally, sing the phrase normally without sounding the slide – but still experience the same sensation you felt when the slide was included.




  7. Repeat for all of the problematic intervals in the song.




  Managing Breath




  When working with new students who have had little prior training, I ﬁnd that one of their most common concerns is about breath.They often ﬁxate about not having enough breath to sing a long phrase or note.The warning words of their junior-school music teacher – ‘Make sure you take a nice big breath’ – are lurking somewhere at the back of their minds. Lack of breath is actually rarely an issue in singing – contemporary research shows that vocal problems are more commonly caused when the singer uses too much breath.




  The ﬁrst principle of voice is contact – i.e. the vocal folds must meet for sound to be produced. Make the following sounds on a comfortable pitch and volume:‘oh oh’ and ‘eh eh’. If you focus on the muscular movements occurring inside of your larynx you will become aware of contact taking place as you make the sounds – this is the vocal folds joining. If you use too much breath pressure it can disrupt this efﬁcient closure of the vocal folds, as the excess breath can blast the vocal folds apart. For example, when you try to sing a high note and you ‘crack’ – i.e. the sound momentarily cuts outs – this is because the subglottic pressure (the breath pressure created underneath your vocal folds when they close) became too great and the vocal folds were forced apart – so the sound stopped.




  A major cause of too much subglottic pressure is what we previously described as ‘abdominal pumping’.This is when you deliberately pull in the outer muscles of your abdominal wall. These outer muscles, which you can see if you have a ‘six-pack’, are called the external obliques.




  Many singers erroneously believe that deliberately pulling in the obliques ‘supports’ their voice and is therefore to be encouraged, but in fact it causes problems.The science of the out-breath works on the premise of positive pressure, meaning that when you sing, the air comes out by itself because the air pressure in your lungs is greater than that in the room. As you sustain longer phrases you will indeed experience the abdominal wall contracting slowly – but this occurs without you needing to try.The contraction you feel is the underlying muscle – the transverse abdominis – not the obliques, and is automatic.This process occurs at the moment the balance of pressure changes, i.e. when the air pressure in your lungs becomes lower than the air pressure outside of your body.
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