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Introduction
The aim of this process was for us to gain industry experience as the role of a cast member in a professional production. The purpose of this writing is to condense and explore my observations and reflections from the process. Additionally, to glean what I have learnt from the process, and how/why that is relevant for real life application within the industry.     

Choreographic uptake 
I started the process feeling fearful that I would be unable to keep up with the pace at which we were expected to learn choreography (which was necessary given the time frame) and found myself pleasantly surprised. The first set of choreography that we learnt was that of ‘St. Chroma’, and we managed to complete the first form of that piece within two days. Conclusively up until that point, that is the quickest we have learnt such a large volume of choreography in these three years, and for me personally in my whole time as a dancer. Furthermore, I was concerned that retaining it in that amount of detail and that quality would be difficult too, but following a daily morning run through or two, as a class we retained it very well. 
An additional aspect that I knew I needed to be mindful of throughout the process, was not getting precious about choreography and the changes it might go through. Sometimes, especially when I really like choreography, I can become frustrated internally when it is modified, and with so many pieces in the performance it was bound to happen frequently. Because of course, such is the nature of the industry. We are often informed by teachers as a class, that on a job choreography can be changed even the moment before you step onstage. So to be precious over it is pointless and disadvantageous. 
Mental block became a significant issue for me throughout almost the entire process. I subconsciously placed a large amount of pressure upon myself to pick up choreography with precision and speed, so much so that it hindered my ability to pick up choreography at all. As discussed in class setting, this feeling affected many of us, and I can confidently say that it affected the speed at which rehearsals were able to progress. As aforementioned, we still were learning a lot more than we ever had before, and I was still impressed at the end of (nearly) each rehearsal day at what we had gotten through, but we were simultaneously a hindrance to our own progress. And had we not psyched ourselves out, we would have accomplished even more.
It is possible this could just be due to a lack of experience and therefore a lack of confidence in our abilities in this kind of environment. Specifically for me, I felt very privileged to be working with the choreographers that we were, and wanted to, as they themselves would say, ‘sell their choreography back to them’. But in doing so I applied so much pressure to myself mentally that I experienced a mental block, genuinely unlike one I had ever experienced before. Some sessions I was unable to confidently retain even an eight count. This is obviously not ideal in a rehearsal setting; in a professional setting it would be even less ideal, and would probably result in being replaced. Knowing this compounded the stress I was feeling. 
This clearly demonstrates a vicious cycle, wherein I was stressed about picking up choreography, so my pickup success would be hindered, so I would get more stressed, etc. It was essential to my progress and that of the rehearsal that I break through said mental block, so in breaks I employed mindfulness practices, such as practicing clearing my head of all thoughts, or bringing in my headphones to listen to unrelated music in breaks, to give myself a distraction and not be all-consumed by the moment. Additionally, I asked our rehearsal director how she personally gets past mental blocks, to which she answered that she will go and take a moment when needed. So I began occasionally doing this in breaks, shutting myself in the shower or restrooms, to have a moment alone, accompanied with deep breathing techniques (Channawar, 2023). These techniques did help somewhat, but I am unaware of how possible it is to do these things on a professional job, and therefore am unsure of how accessible these techniques are in the industry, and whether it is the right path for me (Gibbs, 1988).

Choreographic retention
Generally speaking, as previously stated, I was pleasantly surprised by the ease at which I was able to retain choreography. However, by the end of the process I was in much fewer numbers than the other cast members, so I’ve no doubt that this also played a large role.
A barrier I often find myself hitting is that I can struggle with very fast choreography, and that is one thing that hindered me during specifically the number for ‘Heads Will Roll’. There was a certain section that involved whacking in front of the mirrors that when we first learnt I processed fine, but after a few run throughs I was completely unable to execute it successfully. Even after practicing post rehearsal in my home, I was unable to execute it in detail when performing at full speed. I wrongly thought that the way through this particular mental block was to keep practicing it at a slower tempo so as to aid in retaining detail, but as identified by our rehearsal director, many of us weren’t executing sections of that piece correctly because we weren’t practicing at full speed. So of course, when it came time to dance it at speed, my body was unable to do so. To get past this block, I drilled the same counts of eight repeatedly at speed, and gradually, I was able to retain it. Ironically it ended up being the section I was most confident performing in the whole piece, even though I had struggled so much with it. 
I was assigned role of co-dance-captain for the ‘DANCE’ number, and so was supposed to play a function in helping the retention of others. However, I wasn’t afforded the opportunity to carry out this role fully, as the beginning of the process is when the number would potentially have needed cleaning, only I was absent; and then from that point onwards we were advised to focus our rehearsal efforts elsewhere as that number was the cleanest of all. But this dance was significantly slower and less intricate than many of the other numbers (especially those of the same act, or ‘night club’) so my role was more or less, to my knowledge, redundant. I did however trial this role in a sense, as I helped consistently with rehearsing sections with cast mates, or teaching some where those members had been absent to learn them. So despite my absence, I helped consistently and wherever I could, and feel I made a valuable contribution in that regard, especially for ‘Heads Will Roll’. 

Mental health and impact on attendance
Similar to the pressure regarding pickup that I’ve already discussed, I put a lot of pressure on myself leading up to the commencement of the rehearsal process and the weeks succeeding it. An unfortunate combination of factors including this pressure led to my mental health suffering a sudden dip, and myself having to take time away from the process. 
This pressure was a result of my previous poor overall attendance and not wanting to affect the rehearsal progress by being absent during it, or let anyone down. Which of course ironically negatively affected me, and my attendance. But as well as this pressure, a few other aspects affected me, such as what is a sometimes toxic/unsupportive environment (Baron, 2020)(not regarding staff), and the sensitive topics the show discusses (mental health, especially the piece containing lyrics relating to death and not thinking one would make it past a certain age). Similarly to getting past my mental block with choreography, I used certain techniques such as listening to music in breaks and deep breathing alone, in addition to ensuring I engage with my hobbies outside of rehearsal (Noh, Morris, and Anderson, 2009), to keep my mental health at a level that wouldn’t interfere with my attendance post return to rehearsals. These techniques help because they either (in the instance of deep breathing and music) provide clarity in the moment, or (engagement in hobbies) aid in ‘zooming out’ and not becoming all consumed in the process.
Critically speaking, absences in general, but especially on this scale, are unacceptable in a professional environment and would result in dismissal. Unfortunately my mental health is something that has negatively affected my attendance and performance fairly consistently across my three years of training at this level, and realistically will not improve to a level that allows me to survive/thrive professionally. So this experience though in a negative way, positively supports my decision to not pursue professional work in this field, which has helped me to feel confident in my decision. 
Costume
 A factor that greatly helped my performance throughout the pieces was the addition of costuming. My goal with my costume selection was for it to fit the theme, whilst still maintaining comfort and not being constricting. The shape, cut and materials that I chose meant that whilst visually I matched, the feel and silhouette of the outfit was not dissimilar to what I would usually wear for rehearsals. And the addition of the shirt tied round my hips unexpectedly provided an extra layer of ‘shielding’, which meant that during sections such as ‘Unholy’ where one touches oneself sensually, which usually would make me feel rather awkward, It instead felt as though I was obscured in a way (despite not being) which meant I was able to commit to the movement better. 

Rehearsal in the theatre
Only being able to access the performance space the day before the performances meant that challenges arose regarding spacing and transitions, because of the addition of the silks, and general space restrictions. This meant that many pieces needed to be respaced, especially with regards to props – chiefly the mirrors – and transitions tweaked.  
I had multiple formation changes regarding the mirrors, and new instructions on when/how to take them off and in what wing etc. But of course all this is customary in the industry (Coates, 2013), so despite being stressful I managed to take it as the valuable learning experience that it was. 

Matinee performance
This performance was disappointing for me in many ways. Firstly, my entire leg went numb whilst I was in position on stage waiting for the audience to arrive, meaning that when it was finally time to dance it was very difficult to stand and perform; I remedied this in the next show by simply choosing a different position. Following on from this in the next number I was present in, I kept uncontrollably shaking, and couldn’t ascertain why or how to stop it. Which ultimately effected my clarity of movement. And finally I messed up one of the new transitions involving the mirrors, and set the mirror facing the wrong way during a piece, which I then had to freestyle back to to fix later in the number. Ultimately that was the right thing to do as the mirror needed to be in place, and when evaluating afterwards I could see that that was good problem-solving experience that is valuable to have for professional application (Schön, 1983). But it still was deeply upsetting to me, as up until that point I hadn’t messed up the direction of the mirrors. And it left me feeling extremely paranoid that my mistake was obvious to the audience and that it had spoiled the narrative. There were also last-minute changes that I didn’t get to practice on stage before the performance that I lacked confidence in. Whilst at the time all the little mistakes felt devastating, analysing the experience after the fact, I feel that I handled each obstacle the best I could, and that it gave me valuable experience in professional conduct that would be of benefit in any future performances.  

Evening performance
I was so aware of each mistake from the matinee that I made sure not to repeat them in the evening. The matinee show was, I feel, the most performance I’ve ever given facially, which made me feel I had succeeded. This is probably in part due to me being aware that this was the last performance of our degree, or indeed perhaps my whole life. Therefore, I tried my hardest after the anxiety of the matinee, to focus on enjoying the evening show as much as possible. I even danced around in the back of the wings (out of sight) because I felt so happy with how well that show was going. That enjoyment was also made possible (as mentioned) by being able to correct the afternoon’s mistakes. As in the previous show, I made sure to move props where necessary, and otherwise stand at the back waiting for the other cast to get off stage so I could help fan them. 

Conclusion
This process clearly demonstrated to me the reasons I love dance, but also the reasons as to why I’m unfortunately not fit for the industry. I faced many mental challenges throughout that effected my ability to engage and contribute, but I was able to overcome those enough to allow me to finish the process. Ultimately, my contribution when I am in the space is valuable, I am a valuable cast member and I show up well-rehearsed and ready to engage, but I struggled with a mental block of self-imposed pressure. Whilst in this instance self-imposed, on an industry scale is a critical barrier between me and a successful career. If I don’t make it to the rehearsal space, then, professionally speaking, my contribution is moot. Therefore, this experience (amongst others) has shown me that pursuing a career elsewhere is more suitable for my constitution. 
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