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This reflective journal explores my experience in the final WAVDA production, Alice by Heart, reflecting on my artistic and professional development throughout the rehearsal and performance process. Schön (1983) argues that reflective practice enables practitioners to evaluate experiences in order to improve future professional practice. My primary focus is my performance as the Knave of Clubs and within the ensemble, drawing upon relevant theory to evaluate my practice.

When Alice by Heart was first announced, I experienced mixed emotions. Although excited to begin my final production at WAVDA, I also had concerns about performing within this particular musical. As a performer more suited to classical and legit repertoire, I anticipated challenges in finding suitable audition material and maintaining vocal control. The themes explored within the musical also resonated with personal experiences, making the rehearsal process emotionally demanding.

Fortunately, I already had suitable audition material that reflected both the themes of the production and the character I hoped to portray. I dedicated several weeks to preparing both my song and monologue, focusing on the technical and emotional aspects of my performance. This process required independent preparation and encouraged me to take ownership of my work before rehearsals had begun. When the cast list was released, I was surprised by the outcome. Having invested significant time into my audition, I had anticipated a larger role. However, after my initial disappointment, I recognised the importance of approaching the production professionally and committed myself fully to the role of the Knave of Clubs and my ensemble responsibilities.

The first week of rehearsals focused on exploring the world of the musical and introducing our characters. As the Knaves and swings were rehearsed separately from the wider company, I initially struggled to identify opportunities for character development due to my limited dialogue. Looking back, this challenged my assumptions about performance and encouraged me to consider how character could be communicated through physicality and ensemble work rather than spoken text alone.

The second week of rehearsals focused on music learning and movement. Unlike previous productions, the movement centred on physical storytelling rather than traditional dance, requiring greater emphasis on facial expressions and body language. This reflects Frantic Assembly's approach to physical theatre, where movement is used as a primary storytelling device rather than simply accompanying the narrative (Graham and Hoggett, 2014, p.45). Although physical theatre had been introduced throughout my degree, this rehearsal process demanded a much deeper level of physical commitment. As my role contained very little dialogue, I developed a greater appreciation of movement as a storytelling tool rather than simply choreography.

I initially found the choreographer's use of descriptive language rather than traditional counts challenging. As a dyslexic performer, I process movement more effectively through counting, so adapting to this approach required additional concentration. However, I gradually became more comfortable interpreting movement through intention rather than numerical counts.

Music learning has always been the most reassuring part of rehearsals. Despite this, I initially lacked experience singing in a contemporary style. Singing middle and upper harmonies required me to develop greater security in my mixed voice. Through targeted vocal warm-ups and sectional practice, I recognised a significant improvement in both my vocal confidence and my ability to sustain a mixed or belt quality. This aligns with the findings of Amir et al. (2005), who found that vocal warm-ups reduced frequency perturbation in mezzo-soprano voices, suggesting that structured vocal preparation can improve vocal efficiency. As a mezzo-soprano performer, I found that applying targeted warm-ups throughout rehearsals supported my own vocal development and increased my confidence when performing contemporary repertoire.

One of the greatest challenges I experienced was feeling overlooked within the rehearsal room. My disappointment did not stem from receiving a smaller role, but from the way it was incorporated into the rehearsal process. As the Knaves and swings were frequently separated from the main company during workshops, I often felt unable to contribute in the same way as my peers. This affected my motivation and led me to question the value of my contribution. 

Rather than allowing this to affect my commitment, I looked for alternative ways to support the production. I focused on refining the musical numbers and brief moments I was involved in while assisting the stage management team with practical responsibilities. Reflecting on this experience, I recognise that professional rehearsal processes will not always provide equal opportunities for every performer. Remaining engaged despite these challenges strengthened my resilience and reinforced the importance of contributing positively to a production, qualities widely recognised as essential attributes of professional performers. (López-íñiguez et al, 2021)

The performance run allowed me to appreciate the production differently from the rehearsal process. Hearing the audience respond with laughter and engage emotionally reinforced the impact of live performance and reminded me that every contribution, regardless of role size, is important to the audience's experience. This aligns with Brook's (1968) view that theatre is strengthened through collective creation rather than individual achievement.

Reflecting on my own performance, I am proud of the commitment and professionalism I maintained throughout the run. During one performance, a prop became trapped beneath an audience member's chair, preventing me from using it as rehearsed. Rather than disrupting the scene, I adapted by sharing with my fellow performer and relying on my character's physicality. This reinforced the importance of adaptability within live theatre and demonstrated my ability to remain in character when faced with unexpected challenges. Research suggests that adaptability is a fundamental professional skill within live performance, enabling actors to respond effectively to unforeseen circumstances while maintaining audience engagement (Bhattacharya et al, 2025)


Reflecting on the production as a whole, Alice by Heart contributed significantly to my artistic and professional development. Although the rehearsal process presented challenges, it strengthened my resilience and understanding of what it means to contribute meaningfully to a production regardless of role size. I am particularly proud of maintaining a professional approach while continuing to develop my vocal ability within an unfamiliar musical style.

As my final undergraduate production, this experience also shaped my perspective as both a performer and an emerging stage manager. Supporting the production on and off stage reinforced the importance of collaboration and reminded me that every member of a company deserves to feel valued within the creative process. Ultimately, I leave this production with greater confidence, a deeper appreciation of ensemble performance, and a clearer understanding of the kind of theatre practitioner I aspire to become.
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