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Reflective journal- Alice by heart
This reflective journal will explore my involvement in the production of, Alice by Heart through the framework of Gibbs’ Reflective Cycle (1988), enabling a structured examination of my creative development and professional growth. By drawing on the stages of description, feelings, evaluation, analysis, conclusion, and action planning, the journal will address key themes such as the ideas, methods and approaches encountered during the rehearsal and performance process that affected the development of personal performing skills and character development. 
[bookmark: _Int_TckczkoZ][bookmark: _Int_2QDxtbRb][bookmark: _Int_AgR2YeUK]Upon being assigned two highly contrasting roles for Alice by Heart, my initial emotional response was a combination of artistic excitement and apprehension about character differentiation. To manage the anxiety stemming from these contrasting demands, I conducted a meticulous textual analysis of the script to find the underlying objectives and motivations driving each character's dialogue. Through action analysis, a script can be separated into rehearsal sections that align with how actors intuitively understand actions onstage (Knopf, 2017).
[bookmark: _Int_jhKPKaxm]Despite achieving initial conceptual clarity, the rigorous demands of the actioning process at first induced feelings of frustration and disorientation. This emotional challenge was successfully mitigated by integrating the methodologies outlined by Alfred (2007). His framework offers a structured mechanism for translating textual intentions into precise, active verbs. Engaging with this method transformed my academic vulnerability into creative efficacy. While navigating dual opposing roles was psychologically demanding, mastering Alfred’s techniques facilitated a shift toward heightened artistic focus, self-efficacy, and measurable professional growth.

Main body
My rehearsal process was a rewarding experience because it actively reshaped how I understand myself as a performer. The accelerated pace of the teaching style, particularly the expectation to learn harmonies and lines in situ, created a working environment that demanded immediate responsiveness. This shift was significant, as absorbing material quickly forced me to confront the habits I rely on for security, revealing how much of my process depends on preparation rather than adaptability. The fast‑paced environment became a catalyst for growth: it required sharper listening skills, a more agile vocal memory, and a willingness to make bold choices without overthinking.

The playful and imaginative atmosphere of the room generated a collaborative energy that encouraged creative risk‑taking I often hold back from when I feel overly observed or self‑conscious. The rehearsal structure invited experimentation, reframing moments of uncertainty not as failures but as opportunities to explore alternative approaches. This reframing was crucial. When the unfamiliar structure challenged my usual working methods, I had to interrogate why certain habits felt “safe” and whether they were actually serving me well. Through this process, I became more flexible, more open to redirection, and more trusting of my instincts, qualities essential for professional practice.

The performances became the culmination of this learning. I sensed a clear shift in my process: I was less concerned with executing the “right” version of the role and more invested in responding truthfully to the moment. Sharing the work with an audience highlighted how the rehearsal room had strengthened my confidence, responsiveness, and ability to stay present. The performances were not just the final product but evidence of the development that had taken place throughout the process. After each show, I reflected on what worked and what did not. Sometimes I needed to raise the emotional stakes; other times I recognised moments where I needed to tone things down for clarity or balance. When performers observe their skill progression throughout a course, they gain a clearer sense of their improvement and can plan new aims for further growth (Fiveable, 2024). This ongoing self‑evaluation helped me refine my performance night after night.

A significant part of the process involved refining character movement for the “Down The Hole” number. The choreographer suggested reviewing videos of regal posture to support my portrayal of the Queen of Diamonds. Analysing the posture of monarchs and high‑status figures helped me identify recurring physical markers, an elevated sternum, elongated spine, controlled gestures, and deliberate stillness that communicate authority without dialogue. Drawing on Hagen’s 9 Questions (Hagen and Frankel, 2009) became a crucial part of my preparation. As Webb (2025) asserts, “Uta Hagen’s 9 Questions are more than just a checklist; they are a bridge between script analysis and emotional authenticity. When actors use them rigorously, they unlock layers of truth and bring complex characters to life.” Engaging with this framework allowed me to interrogate my character’s motivations, circumstances, and behavioural logic in far greater depth. This structured questioning clarified the character’s personality and intentions, enabling more grounded and purposeful choices in performance.

What I learned was that these physical choices were not superficial embellishments; they acted as psychological triggers that influenced my internal state. The physical vocabulary I developed gave the Queen of Diamonds a consistent presence, grounding her authority. It also improved my spatial awareness and interaction with others, as my posture shaped how I occupied the stage and how other characters responded. This experience strengthened my understanding of how external research, embodied experimentation, and practitioner‑based technique can work together to create a more layered and convincing performance.

We also developed ensemble movement, focusing on moving as one unit. To support this, the choreographer asked us to watch a video of starlings and their highly coordinated flocking patterns (Devaux, 2017). This imagery was effective because starlings respond instinctively to the group rather than following a single leader, mirroring the responsive, interconnected ensemble work required in Alice by Heart. Analysing these natural patterns helped me understand how subtle shifts in weight, breath, and focus influence group dynamics. This process highlighted the importance of active listening and peripheral awareness skills I sometimes overlook when concentrating on my individual performance. Working with this stimulus strengthened group cohesion and improved my ability to adapt moment to moment, creating a more unified and visually compelling ensemble performance.

Conclusion:
Through this process, I learned that combining rapid in‑situ rehearsal methods with structured analytical tools such as action analysis (Knopf, 2017) and Alfred’s (2007) verb‑based framework strengthened both my adaptability and creative clarity. Integrating Hagen’s 9 Questions (Hagen and Frankel, 2009; Webb, 2025) and ensemble research, including starling flocking patterns (Devaux, 2017), deepened my understanding of how ideas, methods, and embodied approaches shape effective character and performance development.

 I would apply the methods that proved most effective, using action analysis (Knopf, 2017), Alfred’s (2007) verb‑based framework, and Hagen’s 9 Questions (Hagen and Frankel, 2009; Webb, 2025) from the outset in future performance to address any doubts. I would also prioritise ensemble awareness, drawing again on starling‑inspired responsiveness (Devaux, 2017). These strategies will strengthen future character development, adaptability, and overall professional progression and respond to targets outlined in my Action Plan.
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