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Public Performances 


During this reflective essay, I will be considering my journey through the productions of “Miracle” and “Fugitives”. I will delve into the diverse and individual directing styles of the three directors we collaborated alongside. Under Elen Bowman’s guidance in “Miracle”, her hands-on approached fostered a quick grasp of the show’s concept, encouraging us to follow a Mike Alfreds technique of showing rather than telling, moving us away from mental constraints. This, coupled with Meisner techniques, enhanced my performance greatly. Luke Hereford’s takeover gave a renewed excitement and unity toward the production, fostering a supportive atmosphere, crucial in the condensed timeframe we worked in. Their work with us illustrated to me the director’s pivotal role in “setting the tone” for rehearsals. Transitioning to “Fugitives”, Matthew Holmquist’s direction emphasised the importance of independence, urging us to delve into our character’s minds through various exercises, giving us creative ownership. His adaptability underscored the importance of flexibility as a performer, moving me away from self-imposed limitations. I will also explore the challenges we faced amidst the rehearsal process. From accommodation struggles to cast changes, I will discuss how I learnt to navigate setbacks with professionalism and adaptability, ending with a newfound resilience. Finally, I will also discuss the staging of both productions, which offered a unique challenge, requiring constant audience engagement. Ultimately, throughout this essay I will discuss how these experiences have given me invaluable industry skills, from managing unforeseen circumstances, to embracing creative freedom, developing my skills as a performer and thus preparing me for the unpredictability of the professional stage. 

Reflecting on my experiences throughout the process of “Miracle” and “Fugitives”, I find myself considering the skills I gained and lessons I learnt from the directing styles of the three directors we worked with during the rehearsal periods. Throughout the course of “Miracle” we worked alongside two different directors, Elen Bowman and Luke Hereford. Elen’s hands-on approach enabled us to get the concept of the show on its feet in the early stages of rehearsals. Her process of directing allowed me to gain a quicker visualisation of scenes and the show’s structure, facilitating a more immediate understanding of her vision for the performance. During rehearsals with Elen, we were “encouraged not to tell, but to show” (Alfreds, 2007, p.317) her our ideas for how we wanted to perform the scene. This technique gave me the freedom I needed to combat getting locked inside my head, and thus becoming stiff and stagnant, leading to a knock in confidence and a lack of motivation to create and perform. Alongside this, I worked with Elen’s directing style in collaboration with the Meisner work that I had been honing during my acting lessons with Robbie Bowman, separate to “Miracle” rehearsals. One way I did this was through Meisner reading. When reading new material for the performance, I pushed myself to use the technique of Meisner reading, meaning my head wasn’t stuck in the script – only checking my lines after my peers have finished. By doing this, I was able to work on creating truthful connections with my peers and give authentic reactions to the scene that we were trialling. This aided in giving me freedom and “flexibility in performance” as I wasn’t over thinking what was happening next, and just focusing on being in the moment. Moving forward through further rehearsals for not only “Miracle”, but “Fugitives” too, I believe Elen’s direction allowed me to work on techniques I had previously struggled with. I have previously found not talking and just doing quite overwhelming and intimidating, as I like structure and routine. However, working under Elen’s direction I felt I gained a lot more confidence and trust in my skills to be able to give myself the freedom to be vulnerable, due to her constant reassurance and supervision. 

Unfortunately, Elen had to step out of the production just three weeks before we were due to perform. Understandably, that left myself and the rest of my peers feeling a mix of new emotions towards the production; Worry, for not only the show, but for our director, panic as the script hadn’t yet been finalised, for it then to be handed to a new director, whom we hadn’t worked with or met, plus all of the stress and anxiety that may come with the creation of a new performance. I recall feeling a new sense of inattentiveness towards the show that I had not experienced before and feeling extremely down hearted due to this. However, this feeling was quickly combatted by our new director, Luke Hereford, stepping in and leading us to create the final product. I believe it was Luke’s collaborative directing style, quick actioning of scenes and emotional support, that gave me an extra push of motivation and a wave of excitement needed to create the show. Mike Alfreds claims that “setting the tone of every rehearsal is [the directors] responsibility” (Alfreds, 2007, p.314), I believe Luke really reflected this during our time working alongside them. One way in which Luke was able to set the upbeat, lively energy of our rehearsal sessions was starting each session with warm up activities. We would play group games that got our brains and bodies warmed up and in a good energy to take into the rehearsal with us. This also enabled us to quickly create a friendly, yet professional work dynamic with Luke - vital as we only had 2 weeks to work with them, as opposed to the 3 months we would have had with Elen. In addition to this, Luke allowed time at the start of each rehearsal to do a ‘check in’ with us all, asking how our minds and bodies felt. This further allowed me to feel comfortable and connected with Luke, breaking down the wall between stranger/director and student/actor. The ability to create those connections quickly, I believe worked hand in hand with the skill of not talking and just doing, that we had been developing originally with Elen. Upon reflection, the ups and downs, and quick turn arounds when rehearsing and creating “Miracle” have giving me industry skills I may have not experienced during my studies, if it had not happened. I believe the experience taught me to be as adaptable as possible, and not to panic when the plan you are following changes at the last minute. I will be able to take this with me into my career as a performer, whether it’s reflected in swing work, or in the day-to-day life as a performer. I am now able to go into my professional life knowing I have experienced last minuet turn arounds previously and have got through the other end successfully. 

In contrast to this, direction for our second performance of “Fugitives”, came solely from Matthew Holmquist. Allowing us to explore our independence as actors and, as rehearsals progressed, using different directing styles dependant on the person, Matt’s direction gave us all a new perspective of the rehearsal process. Working with Matt, I gained a greater understanding of what it means to be independent as a performer. Due to the style of the show that “Fugitives” was, as a cast we were tasked with creating our own backstory’s. Matt wanted us to know our characters inside and out, and to do this, he set us tasks to ‘get to know’ our characters. During rehearsals we would do activities such as: walking like our character in different scenarios, conversing with other characters, creating timelines of our character’s lives and creating mood boards that reflected how we wanted our character to be presented. Matt allowed our own ideas to lead us, alongside his guidance, he pushed us to be creative independently, presenting our new ideas to him in discussion at the end of every rehearsal, “set[ting] up an official ‘talking’ session, to check if everyone has a sense of” where our characters “seemed to be heading” (Alfreds, 2007, p.318).  These discussions were particularly helpful as it meant we were each given specific feedback that we could apply by the next rehearsal. As rehearsals progressed, Matts directing style changed fractionally. This showed me that “every director has his own approach” “but it must not be set in stone” (Konstantin Stanislavsky, 2015, p.4), meaning I must be flexible as an actor, to work alongside the director’s flexibility. During this time, he became a lot more hands on as the structure of the production had been constructed, so he was able to add choices that we had possibly not thought of or noticed. One way he did this with me was through consistent reassurance and constructive feedback each time I performed. I found myself wanting to hold back during rehearsals as I felt my song was so big, I didn’t want to over perform, however, Matt noticed this and would continuously remind me to “let loose” and “bring the confidence I already have” when giving notes. This has aided me as a performer for future productions that I will work on, I now want to bring my confidence and work on letting go of my self doubt. 

Whilst rehearsing for both productions, it was inevitable that there would be moments where the cast would encounter setbacks and life may get in the way. As previously mentioned, Elen had to step out the rehearsal process during our time working on “Miracle”, however, previously to this, I also had to take a week away from rehearsals due to my university accommodation being unliveable. During the early stages of rehearsals, the ceiling in my kitchen fell through due to water damage, because of this, I was unable to live in the house for a week whilst the bathroom and kitchen got refitted. This caused an obvious strain on my attendance to rehearsals, and a large increase in stress personally due to my absence. However, during this time, though extremely stressful whilst it was happening, I feel I managed my time in the best way I could; By spending my time learning my lines and rehearsing the harmonies that had already been set before my sudden absence. I did this after reading an article which outlines the idea that “rehearsals are not practices”. This really struck a chord with me as it gave me a new mind set towards rehearsals. I wanted to re-enter the space, not ready to practice what I thought I knew, but to refine and work on what I had learnt in my time away. Furthermore, it enabled me to come back to rehearsals prepared, stable and professionally, so when faced with the new material created during my time away, I was able to focus fully on it and continue developing the performance at the same pace as the rest of my peers. Although I would choose not to be in this situation again, unfortunately the inevitable happened and I feel I handled it in the most professional way I could. Looking further from this, if I, or colleague in a cast, were thrown into a situation where their absence was unpreventable, I feel I could take this experience with me, and use it to my advantage. I believe I would be able to manage my stress in a calmer, more rational manner, and continue to my keep head and emotions level, to achieve a successful, professional rehearsal space. 

Similarly to this, an obstacle we ran into during the rehearsal process for “Fugitives” was having to work around one of our colleague’s pregnancies. During the rehearsal period, our cast mate Liv was drawing near to the end of her pregnancy. During the time she was still able to work with the cast in creating the show, we found ways to accommodate her needs throughout the production. One way we did this was through the choreography. When choreographing numbers in the show we were aware that even though Liv was able to do it during rehearsals, by the time the show came around her pregnancy would have progressed significantly. To accommodate this, the choreography was adjusted, giving Liv a more accessible route throughout the show. One moment where the adjustment stood out for me, was in “Reasons to Run”. Originally, Victoria had requested us to stand on chairs in cannon. To begin with, Liv felt comfortable doing this, however, as time went on as a cast, we felt it would be in Liv’s best interest not to stand on the chairs for her safety, so we readjusted the choreography to only half the cast on chairs, and half the cast remaining on the floor. I believe in the end, this created a more interesting image for our audience, due to the dynamic levels we had created. This was a valuable lesson to learn. It taught me that, when creating new pieces of work, there may be members of the cast that have accessibility needs and we must work alongside them in the most inclusive way possible. Reflecting on this, I am so grateful I could experience a situation like this during my time studying, as it has given me a taste of the unpredictable situations I inevitably will be thrown into during my career in the industry. Having said this, unfortunately, during the rehearsal process, Liv did have to step out of continuing with the production, due to her pregnancy. This left the rest of the cast questioning what will happen to the production as Liv featured heavily throughout the performance. Additionally, there was the extra worry that if Liv did give birth during the rehearsal or performance period, that another cast member, Zak (who also featured heavily during the show), would also have to step out, too. Despite the worry that this situation brought for the cast, reflecting on this situation, I believe that this was a great learning experience for how to successfully swing for a performance. Victoria and I were able to share the load of Liv’s role during the production, with myself learning her harmonies, and Victoria learning the solo that Liv was originally performing. In hindsight, I am grateful that I was chosen to aid in covering for Liv, and it has allowed me to gain confidence in my ability to pick up new, unfamiliar material quickly. 

As a feature of both productions, our chosen performance space was in traverse, meaning we had audience on both sides of our performance space. I feel this worked well as both shows were very interactive and audience centred. However, we did run into some obstacles because of this choice. During rehearsals for “Miracle”, we were directed by Luke to make our “awareness of the audience” “exist at all times” (Alfreds, 2013). To do this, every rehearsal we would set up our space as close as to how the space would look during the final performances, lining our performance area with chairs either side. This meant we could get comfortable with not only each other in the space, but the idea of having an audience there too, making sure that when it came to show night we were “taking the audience with [us] into that scene rather than leaving them on hold until they [we] return to their [our] narrating persona” (Alfreds, 2013). Similarly to this, during rehearsals for “Fugitives” we followed a similar structure, setting up the rehearsal space to mimic how it will look during our performances. Whilst rehearsing we did not question this technique as we knew it worked successfully for us, as seen during “Miracle”. However, what we had failed to recognise until we moved into the Chapter Arts Centre, was how much more involved the audience were in comparison to “Miracle”. Due to “Fugitives” being set in a bar, and the running order of the show having a very laid-back feel, with conversational moments with the audience throughout the piece, almost all our performance space was surrounding the audiences’ seating area. This aided in creating the interactive bar setting for the performance, however, we were unable to know how much room we would really have until the audience were sat. We attempted to combat this and grasp an idea of how full the room would feel during rehearsals by having our production team spotted throughout the space, sitting in different seats every time we would run the show. It was impossible to know how full the room would feel whilst performing though, which gave us all a sense of excitement, but also nervousness as we were unsure if different routes we had been following would be blocked. To combat this fear of the unknown, I decided to create multiple different routes which would all lead me to the same destination. This worked successfully as it meant I was able to be in the moment whilst performing, instead of my brain wondering, thinking of new paths to go down. 

In conclusion, throughout this essay I have reflected on my journey through the productions of "Miracle" and "Fugitives". Both productions have provided profound insights into the intricacies of theatrical collaboration and personal growth. Through the guidance of all three directors, I have navigated diverse directing styles, honing my skills as a performer and embracing flexibility. Alongside this, I have further developed through the guidance and insight from two Mike Alfreds sources, aiding me in further understanding why our directors are taking us down the routes they each individually chose. The challenges encountered, from personal setbacks to accommodating castmate pregnancies, have taught me how to embrace resilience and professionalism, preparing me for the unpredictable nature of the industry. Ultimately, these experiences have equipped me with invaluable industry skills, instilling confidence in my ability to thrive in the ever-changing landscape of professional theatre.
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