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The Rocky Horror Show was curated by the BA MT’s and CD’s in 5 weeks under the direction of Richard Tunley. We explored the show in the modern day and the transference of its message and new concepts in the present world. 
 	Richard was a visualist director, ‘this type of director enjoys the creative process, and wants to hear from actors, but ultimately is the one in control of the production.’ (Price, 2020) with a clear image of the show and meticulously detailed in his staging, notes and vision. As a director, he focused on his 3 stages of layering, which began with blocking; followed by ‘Focus’ and ‘Motivation’.  
Richard had an intimidating yet admirable presence in the space, his demand for etiquette felt daunting but curated understanding; I knew appropriate etiquette from day 1. Due to this, I often felt my neurosis of explaining my choices; once praising my work to which I explained prior actor-tendencies, and he replied ‘Respectfully, I don’t care. You’re here now.’ In reflection, this is a perfect learning experience to let go of the past as a performer and stay present. Furthermore, Richard used ‘Lateral Thinking’ games which ‘requires deviating from established common sense’ (Shibata, 2025). I enjoyed this as it was then implemented in expanding our thoughts and suggestions during discussion about the show. 
Richard’s style of directing was very effective: his traffic light system and to-the-point notes led to a hastened, professional rehearsal process. Moreover, his process of layering worked wonders for me as a performer; I knew my track from such an early start, alongside my actions, that I felt confident enough to explore the ’means by which you physically manifest the super objective’ (Merlin, 2007), or my through-line, and less mistakes were made early on.  Moreso, I felt grounded throughout the whole piece; Richard’s dedication to ‘focus’ allowed for me to direct contact at my cast mates yet easily reclaim the focus when it was appropriate, discovering focus is simply ‘a preoccupation with a Given Circumstance that accompanies the playing of actions through the scene’ (Alfreds, 2008). Despite this, I would have liked to explore more of the collective objectives for a better understanding of each other. Furthermore, he spoke often of ‘Ginger bread cutouts’ or ‘flat patterning’ and taught us the importance of performing to our ensemble rather than to the audience. 
This detailed style of staging worked well at building a world that felt truthful for us as a cast and the audience whilst also breaking positioning habits. Despite this, sometimes it felt restrictive as I had to overcompensate and often lose presence in the moment; however, this needed to happen for the skill to strengthen. The knowledge ‘We never know what the next moment will be but we always have expectations about it’ (Hagen, 1991), aided me in perfecting the skill, I had a preconception of what might happen but the capability to ask questions ‘What?’ ‘Why?’, allowed the words and actions to remain fresh and exciting, and additionally; myself to be present. The blocking also was particularly powerful in my number, ‘I’m Going Home’ where I was not allowed at any point to be centre-stage as ‘Upstage right & left are the weakest positions on stage’ (Deer & Vera, 2008), the impact of this was visually showing the audience Frank’s vulnerability: ‘Characters on an angle almost always look more interesting than those on the same plane.’ (Vegh, 2019). In the words of Richard, ‘Think of the audience as stupid’, sometimes we must give as many visual cues to explain what is happening, as lines are often missed. ‘Your blocking should reveal character and tell the story’. (Joyce, 1990) This knowledge influenced my choices in independent positioning throughout the rest of the show: for example, Hot Patootie; Frank feels weak and powerless, so he stands in the corner centre-stage-right. Within blocking, Richard explained how focus is stronger when grounded, especially during key monologues. Similarly to the following example: ‘I created the anchor by pointing at the soap and shampoo, and she acknowledged the action by picking them up.’ (Clark, 2003), by positioning myself in purposed areas of the stage I was in some form pointing at myself. Additionally, it was important not to move when someone else was talking, a strong tendency of mine. I found this particularly difficult to stop but grew comfortable to it which aided in stronger listening or finding connection: ‘It’s a connection that comes from listening to teach other’ (Meisner, 1987). Furthermore, it was particularly helpful to have Angharad take the role of director for a week; noticing smaller details. It was observed that the performance would sometimes overshadow the inflection of phrases and learning that it became ‘singing’ rather than a ‘telling’; ‘You’re not singing notes and words, but ideas’. (Deer & Vera, 2008). Therefore, following Angharad’s previous advice, I went through my songs and picked 5-10 of the most important words and changed my delivery of them: i.e. ‘I’ve been making a man’, is our first clue of what is about to happen. Once more, this grounded me in the reality of the world and prevented it becoming self-indulgent. 
Overall, I found the process of staging enlightening. I learnt habits I had as an actor and subsequently, how to fix them and thusly the feeling when they’re fixed. I’ve learnt the importance of finding when to take the spotlight and when to share it with others practically, and how to demonstrate to an audience what my character is feeling internally: externally.
In summary, I found Richard’s techniques effective, and the experience showed me that I enjoy working with Visualist directors. In future endeavours, I know how to balance my job as an actor with what needs to be discussed with the director, taking initiative and developing independence. 
Preparing for the role, I planned my backstory and my motivations alongside my relationships, however following the advice of Angharad, not being strict to adherence in case of needing to alter details during rehearsals. Furthermore, before we started rehearsals, I spoke to Richard about my process as an actor alongside my tendencies to overanalyse and complicated aspects of the role. 
I felt that the rehearsals as an actor were extremely helpful, as stated in Stanislavsky’s ‘Creating A Role’, ‘The impulse is an inner urge, a desire not yet satisfied ... An impulse calls for inner action, and inner action eventually calls for external action’ (Stanislavsky, 1967).  Contrastingly, working from the outer action to the root of the impulse; the detail of the blocking and set actions allowed me to work on internal feelings complexly. I knew the importance of characterisation, thusly exploring ‘quirks and ticks’ for Frank (i.e. linking teeth, raising eyebrows ext.). Despite this, due to the limited rehearsal period and the overall detail of the show I sometimes felt like elements of my character were still missing. 
In order to create a strong FrankNFurter I researched broadly, as it is ‘useful to orientate you within the world of the play’ (Alfreds, 2008). Firstly, I rewatched the film, followed by a variety of versions of the stage show to grasp different interpretations of the role, this research ‘is intrinsic to creative practise ... it fuels your imaginative development’ (Stanley & Strandberg-Long, 2022). I managed to borrow ideas without recycling another actor's version, providing myself freedom and imagination to continue to discover my own FrankNFurter. The success of the vocal qualities began with researching that Tim Curry got his vocal inspiration from the caricature RP English (GodIsJamesMason, 2021, 00:26), therefore listening to the Queen alongside characters such as Schitts Creek’s Moira Rose and Jareth from Labyrinth. This gave me a platform of inspiration to fall back on when becoming too complacent with the accent. In my opinion, the most successful element of characterisation was my quirks/tendencies, following the advice of Alfreds, exploring ‘characteristics that are helpful’ from an animal (Alfreds, 2008), so I explored Snakes and Black Panthers and their mannerisms: licking the lips, slow tracing with fingers ext.  Moreover, I watched a series of clips of BMovies from Youtube to understand the influence of ‘the reality of this play, what sort of word do these characters inhabit?’ (Alfreds, 2008). However, one aspect that Richard noted was that I was falling into ‘Hamlet’ and that I’d stumble too far into the ‘Truth’ of the given circumstance thus directed to keep the whimsy except for when absolutely necessary: learning that the truth can still be present, but rather heightened to fit within the world. I learnt that the trick with comedy-conflict is that ‘the character’s goals and struggles are no less life and death ... than those of ... dramatic tone.’ (Deer & Vega, 2008). An example of an exception, however, is ‘I’m Going Home’ of which historical backstory provided inspiration when I was simply told to ‘access an emotion’ and was able to see FrankNFurter’s upbringing, neglect and finally himself as a child with his mother. None of this needed to be discussed with the director or castmates, but rather I could access research to experience a ‘true’ heartbreak, truth simply being ‘a physical sensation, as much as an inner feeling’ (Merlin, 2007). On the other hand, it seemed sometimes that whilst present in the world, objectives were lost, motivation remained, but my performance and eccentricity overshadowed my want as a character. In terms of focus, it was my impression that Frank’s overzealous confidence should be thrown to the audience, somewhat breaking the 4th wall, rather, it was directed that it should instead be an acknowledgment of the audience but a refocus on the scene at hand: ‘If we simply do it, we’re not focusing on ourselves’ (Meisner, 1987), and thus I learnt to  reconnect with the truth of the scene, and measuring so by if my ‘whole body is drawn into the exchange’ (Merlin, 2007), with my scene partner.  
I believe I succeeded in creating a strong reimagined version of FrankNFurter staying true to Tim Curry whilst decorating with a new inspired flare. However, I felt that despite the absurdist nature of the piece I could have delved deeper into ‘objectives, events and payoffs’.
Overall, I am very pleased with my presentation of the character, I have learnt to balance/adapt truth with the world of the play, and applied theory learnt over different modules to the production. Continuing into my career, I feel prepared to face different genres of theatre with confidence and am knowledgeable in etiquette, preparation and performance.
Due to the high demand of the role, my autoimmune condition, and my need to prove myself, I became unwell and often faced burnout and exhaustion. Often, I would lose my voice, or become hoarse, which resulted in belting in my high extension in full chest rather than mixing which would damage my voice more.  
I felt throughout the process a deep-seated need to prove my talents as a performer, therefore delivering 100% of my efforts into every moment. I am proud that this stopped becoming an aspect of the ego and rather become an opportunity to explore new aspects & nuances of the character. However, I felt myself draining what little energy I had left; the role being particularly challenging in terms of stamina and balancing vocal agility with acting and dancing; also, a neglection of self-care. 
In order to battle fatigue, I succeeded in taking care of myself through implementation of new techniques and discovered new forms of etiquette. For example, before the ensemble warm up I’d do an independent warm up following the advice ‘start with very gentle sliding exercises, normally on some kind of buzz or hum, starting low and gradually extending’ (Musicians Union, 2023).
In reflection, I found that I had misunderstood the vitality of vocal warmups & cooldowns and their ability to ‘prevent vocal injury’, ‘increase breathe support’ and ‘improve vocal performance’ (Conrich, 2024). I believe the most paramount implementation was the vocal cool down. Following this, I would nebulise for approx. 10 minutes before taking a hot shower and gargling with salt water. My exploration of diet played a larger role on my durability as a performer than I realised, as Adler states ‘Health is something you owe yourself and your profession’ (Adler, 2000). Therefore, I took multivitamins everyday along with making sure I was eating 3 large meals a day: full of protein, carbohydrates and fats. In terms of etiquette, I found that once I had established to Richard that I was a capable and reliable performer I would occasionally ask if it was possible to mark songs / dialogue which was always permitted, and I gave myself grace in knowing that marking would allow a better performance in the long term. 
To conclude, I believe that self-care was perhaps the largest lesson I learnt from the process, I fought against procrastination and exhaustion to insure vocal and physical health, and despite losing my voice between shoes I found the elasticity of my nurtured voice bounced back before the next show. This is a skill I shall continue into the acting world also. 
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