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AI declaration 
I acknowledge no usage of AI in this essay. 

I confirm that I have not presented any AI-generated text as my own work. I confirm I have copies of my drafts, notes, and other resources I used, which I may be asked to provide in evidence.






















Introduction 
Across the artistic development process for Alice by Heart, I employed a range of creative techniques and advanced my knowledge of professional production standards. For this musical, I was cast as the Queen of Hearts/Red Cross Nurse, the antagonist within the narrative. My character's responsibility was to elevate the stakes by introducing obstacles that defy the protagonist's goals and provoke transformation. This process challenged me to create a clear differentiation between my two characters and investigate what motives influenced her actions.  
 
Musical notation was taught by musical director Iestyn Griffiths through the technique of note bashing. In preparation for my first solo vocal rehearsal, I took initiative and learnt the notation and tune beforehand. Griffiths then commended me for this, noting my preparation and professionalism. I was then required to individually revise the musical scoring and memorise the remaining material, a task I approached with confidence due to my training in ensemble singing during the Theatre Laboratory module (UWTSD, 2024). 

Additionally, the director, Dan Phillips and the choreographer, Eddie Ladd, taught movement and staging. Phillips sought inspiration from Alfreds (2007) rehearsal structure, conducting character development exercises involving Stanislavski’s objectives and given circumstances (Stanislavski and Hapgood, 2013) as well as Gaskill’s actioning technique (1978, cited in Moseley, 2016). Whilst I personally found utilising Stanislavski’s techniques to guide scene work useful, I discovered, through this process, that actioning can have its limitations. 

Reflection of the Creative Process 
An element of the creative process that proved significant for reflection was the modification of the musical's context. To establish the revised setting convincingly, I needed to interrogate my character, define character rapports, and construct new diegesis. Stanislavski’s objective and given-circumstance led approach was notably crucial in supporting this (Stanislavski and Hapgood, 2013). Via practical application of text analysis, I identified factual information surrounding my character (Merlin, 2014). This acted as a foundation to build upon when forming the reworked context, where I employed Stanislavski’s “Magic If”, to produce a nuanced and richly articulated interpretation (Merlin, 2003, pp. 47–48). This emotionally engaging, internal method exhibits a clear distinction from Brechtian techniques, which alternatively focus on external presentation and political impact (Mumford, 2009); a technique I had practised formerly in our Acting for Musical Theatre module (UWTSD, 2025). Stanislavski’s approach prioritises textual exploration and the pursuit of emotional truth through understanding (O’Brien, Sutton and Mahony, 2024), whereas Brecht foregrounds political messaging to provoke audience engagement and critical reflection (Unwin and Jones, 2014). Personally, I felt Stanislavski’s investigative practice aligned with my preferred working style, enabling me to establish a detailed character interpretation.

This production was also my first experience of working with a traverse staging style. At first, I found it challenging, as this stage design required actors to exhibit an open physicality to ensure an unobstructed audience view (Lee, 2022). To combat this, I applied the Alexander Technique, studied during Acting for Musical Theatre (UWTSD, 2025), using heightened body awareness to refine posture and movement quality (Brennan, 2016). This helped me achieve a better physicality that suited the stage design. I am now able to transfer this knowledge to future productions after graduating to alleviate unnecessary physical tension and enhance my movement quality. 

An additional component of this module that prompted personal reflection was the difficulty in illustrating the high stakes of Alfred's entrance. During rehearsals of this scene, Phillips noted that this was a point of high stress; however, my delivery did not portray this. He recommended using Gaskill’s actioning technique, which involves assigning an active verb to individual sections of text to embody its underlying motive. This assisted me in identifying clear character intentions (Moseley, 2016). Gaskill’s focused and analytical approach greatly differs from Chekhov’s psycho-physical, gesture-led practices (Chekhov, 2022). To begin, I found actioning helped me establish specific objectives and strengthen dynamics between characters. However, as we progressed, this technique became limiting, and restricted my imaginative freedom and spontaneity, especially when rehearsing the heightened character of the Queen of Hearts. Moseley (2016) recognises that actioning can result in the delivery of a formulaic performance, which audiences may struggle to believe. If this occurs, he advises the actor to expand and explain reasons for the character's actions to support performers in reconnecting emotionally. I experimented with this, but found Chekhov’s method allowed for greater imaginative freedom. When developing characters in the future, I will choose to engage with Chekhov’s practices as opposed to Gaskill’s, as this style of preparation allows me to create a more instinctive interpretation. 

Throughout this process, Phillips utilised specific techniques to encourage experimentation. One leading idea that inspired the creative process was that performances should remain responsive and flexible, ensuring not to definitively decide on character choices too early (Alfreds, 2007). One exercise that was conducted to assist in achieving this was creating scene improvisations, guided by character objectives, to encourage new discoveries (Ostwald, 2023). I found this exercise beneficial as it developed authenticity and broadened my character understanding. Whilst I found this technique effective, I acknowledge it can have its limitations. Grotowski (1970, cited in Slowiak and Cuesta, 2006) rejects the term improvisation due to its lack of structure, seeing it as a disordered way of working. In future, I will continue to use improvisation to further detail characters and build relationship dynamics, however I will be cautious not to let it deviate and become chaotic. 










Conclusion 
To summarise, I have further enhanced my range of performance skills throughout the creative process of Alice by Heart, as well as being a committed cast member, having attended every rehearsal. I have had the opportunity to work with industry professionals, permitting me to gain an insight into specialised work standards and experiment with a range of acting techniques. Furthermore, being exposed to a multitude of practitioners’ approaches has enabled me to critically assess which techniques best support my artistic work style. I now feel more confident approaching professional rehearsals and believe I have curated a reliable personal process for crafting characters, incorporating exercises suited to me. Underpinned by the progress I have made at WAVDA, I have gained admission to a London drama school, thereby achieving the first goal of my action plan. I look forward to transferring the knowledge and skills I have gained through this course to my postgraduate studies, where I hope to continue improving and maturing as a creative artist. 
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