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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 before, and after the use of AI tools which I may be asked to provide in evidence. 

This reflective essay explores my rehearsal and performance process for Alice By Heart, which we developed with an external creative team who helped reshape the musical’s original setting. Instead of the London Blitz, our version took place in modern-day Cardiff in 2026, inside a bombed‑out office building. This shift made the story feel closer to home and much more immediate. It pushed me to think differently about the emotional world of the characters and how they might respond to a contemporary crisis rather than a historical one.
The set played a huge role in shaping my performance. It was built from repurposed materials such as cardboard strips taped to the floor, bedding sheets marking “safe spaces”, trolleys, drawers, a photocopier and large plastic sheets on either side of the traverse stage. Because the audience sat on both sides, I had to stay aware of how everything looked from every angle. The plastic sheets also allowed us to create shadow work with the lighting team, which added a fragile, unsettling atmosphere. Moving through this environment made me constantly aware of instability, which helped me understand the fear and imagination driving the characters.
Our costumes matched the set’s aesthetic. They were made from everyday objects you might find in an office building, including toilet roll holders, IKEA bags, wires and other discarded materials. As Dormouse, I wore fluffy pyjamas that were very warm under the lights, and the added ears made from toilet roll holders were surprisingly heavy. Because Dormouse is such an active character, the costume made the physical work harder. I had to adjust my movement so the headpiece wouldn’t fall off during certain songs. Although challenging, it helped me understand how the character might feel physically in a stressful environment.
Throughout the process, I drew on practitioners we’ve studied at WAVDA, including Stanislavsky, Meisner, Uta Hagen and Mike Alfreds. Their ideas helped me make sense of the characters and the physical demands of the production.
Stanislavsky’s concept of given circumstances was especially helpful (Stanislavski, 2008). Thinking about the bombed‑out office building as a real place cold, unstable and messy helped me ground both Nigel and Dormouse. Even small details, like the sound of the trolleys moving through the space, made me more alert and helped me respond truthfully to the environment.
One of the most difficult parts of playing Nigel was portraying his panic and PTSD‑like reactions when the siren went off. I found this emotionally challenging because trauma is something that needs to be handled sensitively. I didn’t want to exaggerate it or make it look unrealistic. Meisner’s focus on truthful reactions helped me approach these moments more naturally (Meisner & Longwell, 1987). I tried to base Nigel’s panic in breath, tension and instinct rather than dramatic choices. Even with this support, it remained one of the hardest emotional beats in the show, and it made me reflect on how demanding it can be to represent trauma responsibly.
The choreography was one of the biggest challenges for me during this entire process, as I’m used to dance routines and structured choreography, but this production relied heavily on physical theatre. The movement was more abstract and less predictable, and it took time for me to adjust. Hagen’s object exercises helped me explore how my costume and the set affected my movement (Hagen, 1991). Instead of thinking in counts, I focused on how the characters would move through a dangerous, broken space, and having the headpiece on helped me to physicalise the sense of hearing as a mouse. Eventually, I got the grips of the physical theatre, and towards the end of the process, I was really able to let go and really feel the music as my characters. 
One of my favourite parts of the whole process was the Tea Party scene. Playing Dormouse alongside the Mad Hatter and March Hare was genuinely fun. We bounced off each other’s energy, and the scene always felt alive. The music underscore kept everything moving, especially when we shifted positions in rhythm with the score. It was chaotic in the best way, and the audience always seemed engaged. I also loved getting to play a comedic character as I’m usually cast as someone vulnerable or emotional, so Dormouse gave me a chance to explore humour, energetic energy and physical playfulness. This helped me grow as a performer and reminded me that I can bring comedy into my work when given the opportunity.
Vocally, I found learning the harmonies really easy. I retain musical information well, so once I heard them a few times, they stuck. Although one song I did struggle with was ‘Chillin The Regrets’ as it was so important to add the energy of feeling ‘high’ and ‘encouraging’ and I did find it quite difficult to add that emotional quality into my singing. I also picked up my lines quickly, which gave me freedom to experiment. Every time we performed the Tea Party scene, I changed how I delivered certain lines or physicalised moments to keep it fresh and spontaneous. 
Another highlight was performing Sick to Death of Alice-ness. We were given creative freedom with this number and we were encouraged to add our own ideas and movement into the song. This made the song feel like ours, not just something copied from the original. It was energetic, chaotic and fun to perform. We also got to use the set in playful ways which made this a lot more enjoyable to perform. Alfreds’ rehearsal principles helped us explore different rhythms and interactions (Alfreds, 2007), and the number became one of the most enjoyable parts of the show for me.
Understanding how performers manage emotional pressure helped me think about how to safely portray Nigel’s trauma and Dormouse’s anxiety. Zarrilli’s psychophysical ideas about the connection between body and emotion were especially helpful (Zarrilli et al., 2013). Merlin’s writing on actor training also supported my understanding of how different practitioner methods can work together (Merlin, 2016).
Overall, this production challenged me in ways I didn’t expect. The modern Cardiff setting demanded emotional honesty, the repurposed set and costumes required physical adaptability, and the traverse staging pushed me to stay aware of the audience at all times. Using Stanislavsky, Meisner, Hagen and Alfreds helped me build a process that felt grounded and creative. I grew a lot as a performer, especially in physical theatre, comedic character work and emotional storytelling. This experience strengthened my confidence and reminded me how important collaboration and adaptability are in a professional theatre production.
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