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Throughout a performer’s career, there is a continual need to evaluate their work to understand both personal development and areas for improvement. Reflective practice enables performers to critically analyse their experiences, identify learning outcomes, and refine their creative process. Schön argues that professional learning occurs through reflection on lived experience. (Schön, 1983, p.69) Over the past five weeks, I rehearsed and performed in The World Goes Round, and this journal evaluates my personal and artistic development throughout both the rehearsal process and performance period. By maintaining a reflective journal, I have been able to analyse my own practice while drawing on established performance theory to support my reflections.
[bookmark: _Int_K32JIkNM]The World Goes Round is a musical revue written by Fred Ebb and John Kander. When auditioning for the production, I was uncertain of what to expect, as this style of revue was unfamiliar to me. Although I had previously performed in, I Love You, You’re Perfect, Now Change, that production included dialogue, whereas The World Goes Round relies entirely on song. This distinction required a more creative approach to character development and storytelling through music alone. In musical theatre, performers must integrate vocal technique with clear acting intention, enabling narrative and emotional truth to emerge through song rather than spoken dialogue (Deer and Vera, 2008, p.149)
During initial meetings, the director explained that the production would be set in a 1940s tavern, providing a clear stylistic and historical framework. As the music sits within jazz and legit vocal styles, I felt confident vocally. I chose Chief Cook and Bottle Washer from The Rink for my audition, also written by Kander and Ebb. Choosing material by the same composers allowed me to align my audition with the style of the production while entering the audition with a clear character choice, which helped me feel prepared and focused.
Two weeks later, the cast list was released, and I discovered that I had been cast in a duet from Chicago. Although I immediately familiarised myself with the music, the vocal parts had not yet been allocated between myself and my duet partner. This uncertainty required patience and adaptability, both of which are essential skills within professional rehearsal environments (Hagen, 1973, p.198)
During our first individual rehearsal with the musical director, we sang through the song and discussed vocal allocation. I expressed a preference for the line “Jesus Christ,” which became my assigned part. While learning harmonies is familiar to me due to my previous experience in choirs and theatre companies, I found the repetitive nature of the lyrics challenging. To address this, I focused on detailed lyric work to ensure accuracy, reinforcing the importance of precision even in musically repetitive material.
In the first week of rehearsals, we participated in a group session led by the director that focused on character development. We were given a series of questions, such as “What is your character’s family situation?” alongside mantra-style prompts including “Life is…” and “Love is….” Answering these questions in character enabled me to develop a clearer understanding of my character’s values and motivations, reinforcing the idea that detailed character exploration supports truthful and consistent performance choices (Stanislavski, 1989, p.330)
In the second week of rehearsals, we began blocking individual songs. Drawing on earlier character exercises and discussions with my duet partner, I developed a clear character concept. I decided that my character, Margaret, came from a working-class mining family in South Wales and aspired to improve her social status. Her interest in etiquette and upper-class behaviour informed her motivations within the song Class, reflecting a desire for upward mobility and social distinction.
While this interpretation was initially effective, the director encouraged us to heighten our choices to better engage the audience, as the characters also exist as performers within the world of the show. One suggestion was to portray older women disapproving of modern behaviour. Considering the World War II setting, this adjustment added depth by highlighting the contrast between social frivolity and global crisis. This shift strengthened the dramatic stakes of the performance and challenged me to balance comedic elements with social commentary.
There was also a strong focus on ensemble work, with the first week dedicated to learning musical material and the second integrating choreography. An alternative system for dividing vocal parts was introduced, numbering singers from one (highest) to eighteen (lowest). Although initially unfamiliar, I recognised the logistical benefits of this approach, as it allowed for clarity and efficiency within a large ensemble. While I found the choreography accessible, The Money Song proved challenging due to its fast tempo and overlapping lyrics. By learning the lyrics first and then integrating movement, I was able to overcome these difficulties and contribute more confidently to ensemble rehearsals. Embodied music pedagogy highlights that combining physical movement with musical tasks reinforces learning outcomes and sensorimotor integration (Bremmer & Nijs, 2022, p.30)
The production began to function as a cohesive whole during weeks three and four. This stage allowed me to understand how individual numbers connected within a revue format, despite the absence of a traditional narrative. The process became increasingly collaborative, with set elements introduced and performers encouraged to contribute ideas. By week four, we were completing full run-throughs and receiving notes while continuing to refine the work. At this stage, I felt confident in my knowledge of lyrics, harmonies, and movement; however, I found recalling the running order more challenging, highlighting an area for further development.
Week five, the technical rehearsal period, highlighted the importance of maintaining both physical and mental wellbeing as a performer. I ensured that i was maintaining a good level of hydration and appropriate nutrition. Additionally, the presence of an audience during dress rehearsals heightened my nerves, prompting me to use breathing techniques and positive self-talk to manage performance anxiety. Gallwey’s concept that “true competition is identical with true cooperation” helped me reframe performance anxiety as an internal challenge rather than opposition from the audience (Gallwey, 1974).
A further challenge within this production was the requirement for performers to sit amongst the audience and interact with them in character between songs. This improvised audience engagement pushed me outside my comfort zone, as I initially felt uncertain without a scripted framework. However, this experience highlighted the importance of adaptability, presence, and sustained characterisation, encouraging me to respond more instinctively and remain committed to my character beyond structured performance moments.
In conclusion, the rehearsal and performance process of The World Goes Round provided valuable insight into my development as a performer. Through engaging with character exploration, ensemble work, audience interaction, and performance under pressure, I refined both my technical skills and professional practice. Reflective journaling enabled me to critically evaluate challenges and identify areas for continued improvement. Supported by performance theory, this process reinforced the importance of adaptability, preparation, and reflective practice as essential components of ongoing performer development.
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