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How do the theatrical movements of Realism and Naturalism influence my rehearsal room and the theatre I wish to create? 
In this essay, my aim is to understand both the difference between Realism and Naturalism, and by examining the elements of them both, I can recognize how they effect the fabric of my rehearsal room. From my previous directorial work, it’s clear I use these forms of theatre fleetingly and lead to vaguely unrealistic production values. It will be interesting to see further discovery of both Realism and Naturalism will alter my views on theatre and the rehearsal process, and whether or not I implement these styles already. Before I can introduce them more so into my rehearsal room, I first have to understand it.
‘The apparent dominance of related concepts of realism in divergent western cultures, and indeed outside them’  

(Milling and Ley, 2001, Pg.1) 
Realism can be recognised in the presence of a fourth wall, a proscenium setting, realistic and everyday conversation, representation of class; working class as well as middle and upper, realistic sets, extra rehearsal time (focussed on the acting process) and a ‘carefully selected and distilled representation of life that is still theatrically effective.’ (BBC Bitesize, n.d) The Realism movement was started around the 19th Century when there was a need for ‘political, social and economic reform’ (Trumbull, 2009) and writers such as Alexandre Dumas, Emile Augier and perhaps the most famous, Henrik Ibsen popularized the idea of realism, and within the idea of realism they ‘attacked society’s values and dealt with unconventional subjects within the form of the well, made play’ (Trumbull, 2009)  

Eugéne Scribe first developed the well, made play in 1825 and ‘called for complex and highly artificial plotting, a build-up of suspense, a climactic scene in which all problems are resolved, and a happy ending’ (Encyclopaedia Britannica, 2008). However, as the realism movement took hold and society stopped looking through rose-coloured lenses, the well-made play began to change.  Ibsen, arguably, created well-made plays but would swap out the happy, resolved ending for a statement of change. Shaw even stated: 

‘Up to a certain point in the last act. A Doll’s House is a play that might be turned into a very ordinary French drama by the excision of a few lines, and the substitution of a sentimental happy ending for the famous last scene’  
(Templeton, 2018, Pg 300)

Dr Eric W Trumbull (2009) states that in Ibsen’s writing ‘inner psychological motivation was emphasised’ and that the social aspects of the play’s settings (economic or environmental) had an impact on his characters. This idea has influenced multiple theatre techniques including Stanislavski and his use of ‘Given Circumstance’ and use of both objective and super-objective (BBC Bitesize, n.d) It is well-known that Ibsen ‘helped lead to realistic theatre, which has become, despite variations and rejections against it, the predominant form of theatre even today’ (Trumbull, 2009) 

Whilst ‘Realism became identified with the new, contemporary, socially extended drama and theatre’ (Lacey, 1995, Pg99) Naturalistic theatre came into the picture. Originally, Naturalism and Realism were very close in style and presentation, even ‘Emile Zola, one of the earliest and vociferous champions of Naturalism, often used the terms interchangeably.’ (Lacey, 1995, Pg99) Naturalism: 

‘Can be considered as an exaggerated form of realism since it used detailed realism to propose that social conditions, heredity, and environment were the three main forces in shaping human character’  

(Pediaa, 2016)

However, Naturalism has an improvised feeling, it focuses more on the actor’s method than it does on “tricking” the audience into believing what is happening on stage (Lacey, 1995, pg99.)  Naturalism also had some constraints that Realism did not have, for example, for it to be classed as a naturalistic play it could not take place in various locations or over a span of days, it had to be a simple, believable moment in life (Cash,2022) Naturalism had to be a believable scenario in life, but it did not have to represent it completely; ‘Realism is a literary movement characterised by the representation of real life’ whereas ‘Naturalism is an outgrowth of literary realism, influenced by scientific theories’ (Cash, 2022) 

Naturalism and Realism are different from each other, but are married in the belief that theatre should represent life. A quote from Stanislavski can summarise: ‘our demands are simple, normal and therefore they are difficult to satisfy. All we ask is that an actor on the stage live in accordance with natural laws’ (Stanislavski, 2013, Pg.93)  
However, Realism and Naturalism are not the only theatre style, nor are they the definitive. Modern day Theatre sees a variety of works such as Theatre in Education, Physical theatre, Epic Theatre, Political theatre and so on (BBC Bitesize, n.d), A modern day director can face a choice in which style would most suit the message they want to spread. As Max Reinhardt stated ‘There is no one form of theatre which is the only true artistic form’ (Styan, 1982, Pg10)  

This means the contemporary director, with the use of Naturalism and Realism, can blend these themes into various other forms of performance to construct a cocktail of theatrical phenonium. The fragility of strict theatrical style has proved the ability for a director to combine realistic themes into the absurd, or into the melodramatic, that provides no concise label of labelled style, but of a director’s personal style. This is arguably a major argument that the aspect of Naturalism and Realism has slipped into the consciousness of the contemporary rehearsal room, and has become expected of an actor to bring it in, whether or not the director has specified. Uta Hagan stated: ‘I am only impressed when the actor’s technique is so perfect that it has become invisible’ (Hagen, 1991, Pg.36) showing us that believability is expected  

Theatre is entertainment, and the exploration of figures such as Emile Zola and Andre Antonine have contributed to creating a more realistic theatre that illustrates the tragedies and trivialities of the audience member, Zola even ‘sought to employ the laws and method of science from the creation of literature’ (Braun, 1992, Pg.24).  Andre Antoine, influenced by the Meiningen Theatre (Braun, 1992, Pg. 14) founded the Theatre Libre where he began to create theatre of immense realism and began to direct actors to perform ‘as if in the room’ (Chothia, 2009, Pg.24) and not out to the audience.  Henrick Ibsen’s ‘A Doll’s House’ (2008) is an example of the taboo subjects that Ibsen brought to life under Realism, some of the other subjects he tackled were ‘euthanasia, the role of women, war and business, and syphilis.’ (Trumbull, 2009) Although the rise of realism engulfed much of the theatrical landscape, there were those who were against it such as Edward Gordon Craig who said the theatre should be for ‘releasing poor souls from the inferno of reality’ (Innes, 1983, Pg.195) not reminding them of their own plight.  Vsevolod Meyerhold believed that ‘by neutralising the distance between art and life, naturalism denies the spectator the pleasure of decoding stage action’ (Mitter & Shevtsova, 2005, Pg.28) and that he wanted his audience to be aware that they were there to watch theatre.  Both Craig and Meyerhold held the importance of entertainment above making a cultural statement.  

A major theatrical alteration that came about through the rise of realism was on the importance of how the set complimented the actor and overall production. In realism a set would be built to resemble the environment the play is set in, for example, if there is a brick wall it may be painted on a stage flat, where as in naturalism Antoine used ‘furniture from his mother’s dining room’ (Braun, 1992, Pg.27) to portray full authenticity. This latter example of naturalism further pushed the boundaries of how believable a performance could be.  

Meyerhold was an advocate for little or no set and his use of Biomechanics (Braun, 1992. Pg.170) was a major step towards creating theatre with just the physical use of the body how believable or realistic could theatre create truthful stories without following the boundaries of Realism or Naturalism and the reliance on authentic set construction. If we deconstruct a realistic performance to just an actor on stage can the performance still remain true to the characters journey and persuasion of an audience. Take the opening stage direction from Arthur Millers ‘A View from the Bridge’ below: 
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‘The street and house front of a tenement building. The front is skeletal entirely. The main acting area is the living room–dining room of Eddie’s apartment. It is a worker’s flat, clean, sparse, homely. There is a rocker down front; a round dining table at centre, with chairs; and a portable phonograph.’ (Miller, 2014) 

Now in order to portray the story the set of a production would have to be constructed to represent the directions of Miller for an audience to truly believe the environment of the characters. As seen in this picture. The background gives a clear image of the neighbourhood the characters are living in, with influence from Millers description of tenement housing, various flats in once building. In the foreground where the action takes place, furniture, doors, and clearly a living room. 

(Oregon Street festival, 2008)

In this second example a picture taken from Ivo van Hove’s 2014 production there is nothing to represent the environment the story takes exit at the rear and minimal use of props throughout. So how does a torn back set with no indication of realistic setting leave an audience as ‘broken as the characters’ (Gardner, 2015) just as effectively, if not more so, without the indicators of real life?  
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It becomes clear that the ability of an actor, or what their intentions are construct whether or not a performance can be believable and deemed in any form of realism. Stanislavski constructed his method of performance ‘The System’ (BBC Bitesize, n.d) arguably to aid in the actors grasp of furthering the Realism movement, although ‘he is not…formulating a manifesto for a particular and specific intervention, but creating an alternative performance text for acting in changing circumstances’ (Milling & Ley, 2001, Pg.3) but it’s clear his exploration of character building complimented the movement.  

(Lauren. L, 2017)

When I first started this course, I was extremely interested in working with the actor to create deeply thought-out characters and compelling chemistry on stage that looked to ignore the need of the audience member, and concentrate on the actor. It came from the research into Antonine and realising his vision of taking away that fourth wall (Chothia, 2009, Pg.20) to complete the level of Naturalism that influenced him. Coupled with a fascination with the director and actor trainer Lee Strasburg who furthered his own teaching of Stanislavski coaching his actors into ‘exploring their own emotional experiences… to bolster their sense of reality on stage.’ (Mitts & Shevtsova, 2005, Pg.57) Layer these two factors with my own personal journey and training as an actor to improve my understanding of that process (influenced by Stanislavski’s and Hagen also) risks becoming a dangerous indulgence process where actor and director becomes obsessed with their work. This is all very well and good, but the work created if not translated will not achieve the overall aim already mentioned prior in entertaining the audience. 

‘An actor without an audience is rehearsing’ (Wilson, 2015) Wilson, in her article, goes on to discuss that not only can the audience’s energy infect the actors and help their performance but it will also affect their own view on the piece, an energetic, involved audience is far more likely to enjoy the theatre that they consume. It would be an arrogant statement to believe that theatre is something without the audience, because not only are they needed for things such as funding and profit, but isn’t the point of art for it to be shared? Not coveted. ‘Live theatre helps to promote social discourse, dialogue and potential social change’ (Acting Studio Chicago, n.d) and the social work that theatre can do, would be nothing if no one came to see it, meaning we must engage and entertain our audience in order to keep theatre alive.  
I was lucky enough to watch a piece of theatre ‘Dance to the Bone’ (Evans, 2022) in Cardiff and the performance was the alarm bell that led me rethink my passion to create this type of performance and theatre. It was clear to see in the show that the actors were well rehearsed, and committed to their story telling but I felt an overriding level of confusion as the actors never looked to involve the audience in a convincing journey but spilt emotion for their own gain and indulgence. It wasn’t that the theatre I watched was poor, it was that the direction felt to me to carry no care for the audience member, and that was the opposite of any theatre I would want to present. As Gareth Llŷr Evans started ‘a narrative that is more mundane and less persuasive.’ (2022) It wouldn’t be long after this that I had the opportunity to create a piece of theatre for the first-time since the pandemic with the second-year actors that was to combine realistic and naturalistic forms of performance as well my own passion to ensure the audience are entertained and directly cared for.  

It is interesting now to reflect upon the pre-production rehearsal I carried out in my last body of work that focussed on the Anthony Neilson play ‘The Prudes’ (Neilson, 2019) and how I discovered that a satirical and comical piece such as that would be better translated to an audience through a more naturalistic performance. By creating a more established, related chemistry between the characters in the rehearsal room, with one eye on Stanislavski’s ‘The System’ (use of emotional memory, method of physical actions, the magic “if”, objective and super-objective, through line. Subtext and given circumstances to create a believable performance (BBC Bitesize, n.d) and also constructing the set in a fashion of Realism it was my in my vision a more enticing and interesting piece. Still with the audience in mind and not losing myself in enjoyment and indulgence of rehearsal, it would be interesting to see after my recent discovery if carrying out that same pre-production would lead me to the same conclusions. I believe it would, as I’ve found myself to be a director who considers the audience more so than anything else, but would I revert back to conceding more influence from the satirical and comical aspect of the play as it is written? 

If a play such as ‘The Prudes’ can be performed in a Naturalistic style, a piece that seriously does look into the relationships of relationships and humans, with no clear resolution or ending, although written in a fourth wall breaking theme, then it causes issues as to what theatre can be referred to as Naturalistic or not. One could argue that all theatre could be influenced in one way or another by Realism or Naturalism.  
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I’m currently directing a production of ‘Krapp’s Last Tape’ (Beckett, 2006) by Samuel Beckett that is a one man play that sees the elderly Krapp absorbed by his own grief and regrets into listening back to his younger recorded tapes, reminiscing on opportunities missed and mistakes made. On first reading it seems to make very little sense, and an audience watching may struggle to pick out the fine detail and symbolism of the words being spoken, Beckett after all was one of the key figures of ‘Theatre of the Absurd.’ In this world of absurdity, the aim was ‘crafting long-winded stream-of-consciousness speeches for their characters, and using symbolic imagery drawn from seemingly innocent everyday objects.’ (Lockhart, 2003) This means that the performance needs to illustrate the thoughts and intentions of the character in truth, and further, in realism.  Much of the play is Krapp purely listening to his tapes and so on the face of it there seems to be minimal acting involved, an old man as his desk or in his chair listening in real time. 

As a director with I discussed the play at length with my Actor, Mark and have looked at its themes and values, with major influence from Stanislavski teaching, and Uta Hagen devolved who this character was and all his fine details. Then I direct him to in some sense not act, sit, and use a technique such as Stanislavski’s ‘Emotional Memory’ to purely let it guide you through as organically as possible. The set also as pictured, a real chair, a real desk, a real tape cassette. A set that could be regarded in Realism, with a set depicting a real environment, as well as elements of Naturalism, were ‘social conditions, heredity, and environment’ (Pediaa,2016) are the ‘three main forces in shaping human character’ (Pediaa,2016), with its scientific approach to watching a man in real time slide towards his demise with no resolution or way out for himself, but within arguably an Absurd style of theatre.    

Previously I directed a production of Willy Russell’s ‘Blood Brothers’ (Russell, 2014) that is set within the framework of Realism as the piece depicts the trials and tribulations of twins growing up and experiencing polar opposite sides of society and class. One major factor that knocks away a true level of realism is in the fact the two characters of Mikey and Eddie are often played by the same actors going through from the seven upwards to adulthood, but the reflection of culture and realistic challenges the characters experience would affect an audience with empathetic sympathy. What I found myself naturally doing as a director is illustrating scenes with a set physical routine, with influence from practitioners such as Steven Berkoff (Brown, 2020) as well as Meyerhold, a theatre that sees the actor layer the dialogue with actions that story tell, but often peel out of a realistic fabric ’their significance should derive solely from the movements of human actors associated with them.’ (Nicoll, 1966, Og.228) Of course, in theatre we are given the license to drop in and out of reality, but with a play such as ‘Blood Brothers’ with all its strengthened narrative would it need additional layers of physicality? Because yet again there is that focus from my own personal direction to constantly remind the audience, they are watching a play, and not a perfect illustration of everyday life. 

This all became very clear to me even more so when directing a play ‘Agatha Crusty and the Village Hall murders’ (David Spicer Productions, n.d) in which several of the scenes are purely devices to unload exposition, and rather it becomes tedious. As the director with very little rehearsal time, I made a conscious decision to implement one major physical set piece to each scene. With this little rehearsal time it would ensure the actors retain their journeys, but also layer a moment of theatrical excitement for the audience that relegates the overall naturalistic style of theatre the writer Derek Webb was clearly orchestrating in his work. Overall, with this play I once again made a decision to change the fabric of the style in order to primarily entertain an audience, other than follow what was perceived to be the correct way. My mind casts back to Edward Albee’s words of ‘It is reckless to change a play’ (Oppenheim, 1994, Pg.81) and his objections to such significant alterations to a play in its creations. But I’m following the words of Meyerhold ‘away with the author! Theatre shouldn’t be written in the study but built on the stage’ (Braun, 1995, Pg.182) and rekindling that debate on whether the director or writer should have final say on the fabric of work. 

In a three-week period with the second-year actors, (Dom, Molly, Jake, Maddy, & Ed) we had to rehearse and present a piece of work showcasing all new skills learnt and taught and to continue both their development as performers and myself as a director. With stimulus on creating a piece of theatre with aspects Realism and Naturalism but also my desire to create theatrical phenomena that engaged an audience, there was going to be that cocktail of different styles and themes. How will they affect the overall environment of the work presented? 

I decided to choose the Simon Stephens play ‘Pornography’ (Stephens, 2009) due to its use of unlimited characters, and seemingly contentless scenes that could be chosen and performed in any shape we desired. The play in its entirety focused on the London Bombings of 2005 (Ray, n.d) and various character arcs within that fateful day. I didn’t want to retell that story and so I picked several segments throughout the piece to construct a ten-page script that would be sufficient in presenting a piece of roughly half an hour. The scenes selected had no connections within them, so the story we were to tell would come from own creation and intention. 
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The process started with a day of workshops and activities for me to get to know the group better, and understand their abilities as performers and get some understanding of their process and experience. Improvisational based tasks were used and would be used in nearly every session of the three-week period. One activity in particular was what we called the ‘Box Game’ which required the actor to pull item after item out of an imaginary box using their improvisational skills to keep coming up with something new each time it was pulled out of the box. It’s rather difficult under pressure and requires a quickened pace to really challenge an actor’s ability, and it’s devastatingly vulnerable. I needed each actor to be comfortable in that vulnerability as performance in a Naturalistic style strips an actor of anywhere to hide, and with the influence from Stanislavski, requires a level of personal performance. I followed loosely in Strasburg’s idea of creating a relaxed atmosphere ‘Just relax… If you never get to the exercise, I don’t care.’ (Hethmon, 1965. Pg.90) Although I had nowhere near the luxury of time Strasburg would have had with his actors, I wanted a room that encouraged comfortableness and backing to take risks. ‘Loud, Proud, and Wrong’ was very much the mantle of the rehearsal room, and each improved significantly when required to partake in such activities, but also allow themselves to create deeper connections with themselves and acting partners.  
Once we had a read through of the piece and some time to reflect, I wanted to group to contribute as many of their thoughts to illustrating the world in which this performance may be woven in. ‘Create a unique and cohesive world that embodies the material we’re trying to bring to life.’ (Alfreds, 2007, Pg.246) The scenes still carried a level of contentless meaning and so it was very much each individual getting their personal findings, creating an overlay of the theme the performance would carry. It’s very clear now to see that the environment of the piece (as seen in picture) changed significantly by the final performance, but that was a process that altered as realisations were made. 

The basis of their world creation came from imagination of an environment that was deeply unfair, dark, and troublesome. Not a world that was fictional and over exaggerated, but real feelings of personal issues with culture and society, similar to what Zola was depicting in his narratives on life. (Berg, 2022) One main theme that bled through the fabric of the piece was that of questionable relationships, and forbidden love, whether that be incestuous or adulterous. When read through as actors is quickly becomes their job to comprehend how these actions dictate the environment that is being created. It became clear that the relationships formed in three different storylines all left questions to be answered by the audience, and whether or not the world seemed altogether realistic, the issues of the characters were translated and believed, with no assistance of set, props, and little costume. The characters they had devised from scratch, with very little script assistance held up in a world of realism, because of the exercises we carried out. 

Due mainly due to the restricted time we had I didn’t conduct table work where we’d sit around the table and carry out eventing in a Katie Mitchell (2009, Pg.53) style but we pressed on to do it on our feet. It became an experimentation and exploration that relied upon the actors using their imagination and finding clues to draw on swift conclusions. The magic with taking a script and reshaping it means that there are no wrong answers, so much as each actor commits to their decisions, ‘above all make it clear that you think your cast can solve any problems.’ (McCaffery, 1993, Pg.46) I suppose as a director it may seem a fairly laidback process that require more work of the actor, but on the contrary, it results in an organic process that would need me to keep the journeys of the five actors on line and communicable to an audience. And of course, not saying no to their discoveries, but asking hard questions that require honest answers, and realistic answers. The Given Circumstances whether that be from Stanislavski or Uta Hagen’s use of ‘The Six Steps’ (Hagen, 1991, Pg.134) were the bedrock of each scene discovery, what they want and why they want it, realistic approaches to character building. ‘Actors cannot play scenes if they haven’t endowed their characters with intentions.’ (Alfreds, 2015, Pg.49)  
It's difficult for actors to sometimes have so much freedom, ‘they aren’t much good at talking about their work and they don’t much help matters when they do’ (Alfreds, 2015, Pg.31) and there were occasions with the duo work between Jake and Maddy that saw they very confused by such impendence. Purely when entering for the first time, I asked where had they come from? Or where were they going? There would be that horrified look to the script and the line ‘You look just like him’ (Stephens, 2009, Pg.256) as if there was a definite answer there. I’d further question rational scenarios as to why they have entered the scene with this line, and slowly they would begin to find solutions. 

Maddy and Jake built this scenario where her nephew was ill in bed and Jake her old childhood friend has come to visit, both married they rekindle a lost connection and almost act upon it romantically after a night of reminiscing and drinking. Now the audience would have gathered some of that knowledge, and when the two characters just about resist their temptation the night of performance caused a genuine reaction of sadness from the audience. They were entirely invested in what Jake and Maddy had created, and this is because there were two genuine characters on stage that acted in a shape of realism, due to understanding their given circumstances and wants, but without giving it all away as exposition. ‘In the theatre the spectators imagination is able to supply that which is left unsaid. It is this mystery and desire to solve it which draws so many people to the theatre.’ (Braun, 1986, Pg.25) In a world of Realism do we as people say everything we want and mean to, even though this quote is a Meyerhold opinion, it cements his teachings in that authentic reflection of human life. 

Dom and Molly on the other hand had clear information given from the script that deduced they were siblings, but with incestuous intentions. In building their relationship as a genuine one had to be navigated carefully as it required a level of thought from the actors about illustrating their journey to the audience. I was in particular very concerned with the tendency to show the end of the characters journey in the first scene, it wasn’t that I wanted to deceive the audience with their relationship, but to keep it consistent. 

The first time they are seen together on stage we as an audience would conclude they were perhaps either very close friends, or intimate. There is nothing to strongly suggest they are lovers, but throughout exploration it was clear that Molly came across as a younger naïve individual than Dom, who of course in that position of older brother allows her fascination with him, and mollycoddles her with care and overprotectiveness. As the piece moves on it becomes clear he is her brother and when it was delivered in front of the audience it was greeted with laughter, awkwardness ensured as the brother makes the sister touch his inner thigh. It resulted in a silence that underlined the belief of the characters stories, but also a pinch of a Naturalistic style where we observe two characters acting on nature, with unforeseen circumstances, and no clear resolution. 

‘Together, Away, or Stay’ (Abercromby, 2017) a simple exercise for a duologue as the respective partners when performing their scene must take the status or give it away to illustrate who carries the power of each line, and furthermore the scene, was used regularly. I first experienced this technique many years ago, but it was observing the director Hannah McPake using it within the rehearsal room that revealed to me it’s full potential. (McPake, n.d) As we had to be efficient with time this was imperative to understanding the actions and intentions, and would serve us well in building those blocks, whereas constructing a stagecraft that was naturalistic but also accommodating to the audience. 

‘Neither the antique stage nor the popular stage of Shakespeare’s time had any need for the scenery which the striving for illusion demands today.’ 
(Braun, 1982, Pg.99)

With no set, we had just a square of stage to use as our performance area, taking inspiration from Meyerhold and Brecht the space was shown through the use of tape and when the actors were in the square, they were their characters, and when out they were themselves. Even to the point that in one instance the word ‘solipsist’ was used in a scene between Maddy and Jake led to Molly stopping the scene from outside the square to ask what the word meant. Maddy and Jake stayed frozen as through an element of improvisation and audience interaction the definition of the word was cleared up, and on the scene went. The audience clearly seeing the fourth wall broken and the Naturalistic style of performance altered also. It is testament to the actors that they still created such moments of belief from an audience in their performance even when ‘a definite distance between the actor and the role had to be built into the manner of playing’ (Brecht, 1964, P.156) underlined that the audience are in a theatrical atmosphere, and not a real one. 

I wanted to ensure that the duologues throughout the piece stayed as naturalistic as possible ‘the play of the actors differs from the behaviour of people in life by its special rhythm and by the special devices of playing.’ (Leach, 1989, Pg.127) so creating that fine line of naturalism and entertainment in these moments needed to be closer to naturalist. We had a physical set piece to begin the show and then Ed who acted as a lose narrator handed out an item of clothing from his bag to each actor to signify their character ‘only the odd distinguishing mark such as pair of clown’s red pom-poms for Bruno’ (Braun, 1995, Pg.182). Simply the actors were in black clothing, with one piece of clothing or prop to represent their character in the space. Other choreographed moments between the scenes both comical and truthful which were designed to keep the piece rolling and entertaining. Similar to my work with ‘Agatha Crusty and the Village Hall Murders’ these set-pieces were more so for the audience’s entertainment, which meant in the duologues we could indulge in the character performance and realism of the moment to its full extent on an empty stage. 

Huge influence was taken from the teachings of Uta Hagen where in each scene I would ask the actors where they were, whether indoors or outdoors, and if inside for example; where is the door, and sofa, and the TV? It had to be a road map not just for the actor but also for the audience, with an no set or lightning to hint to current situations it comes down purely to an actor’s body language, use of speech, and their own personal belief using Hagen’s ‘Six Questions’ One significant set-piece we had was in Dom’s house when Ed entered on two separate occasions, they wiped their feet on the front door mat. This was an obvious indicator towards the environment they occupied, but represented the naturalistic atmosphere they were in. 

Due to the fact that there were heavy directed set-piece changes I didn’t try to create the moments I did say in my work on ‘Blood Brothers’ in which the actors had set blocking that came across as purposely directed rather than natural. We tried to keep these duologues as organic as possible, I even welcomed the changing thoughts on intentions, whether in one run Dom gives Ed a cigarette, the next he may not. We ‘do things to other people in order to get what we want from them’ (Alfreds, 2015, Pg.50) and the decisions making changes on the current objectives of both characters. This was another situation that alarmed the actors as in most experiences the blocking is final and being able to make those decisions is not up to them. But I strongly believe that an actor’s progression and stage craft should lead them to making decisions based on work and research they have done, and also on the other side of the coin an actor must be able to respond correctly to different situations put in front of them. Takes up back to the ‘Box Game’ which is significant to an actor being prepared to improvise and be aware of a live, breathing performance, not a stringent scripted one. 

Throughout the process I allowed, and expected the actors to be creative and air their opinions on the piece and personal character, the rehearsal room I tried to create was safe and also welcoming of mistakes and misunderstanding. There were never long periods where actors weren’t used and the exploration of discovery on their feet led to highly engaged sessions, and a constant feel of progression. There were times where discoveries were scrapped, especially on the physical set-pieces, and it was clear to see that subtracting work on scripted blocking is accepted a lot easier than working on a physical piece for several hours for it to be removed. My experience in other Physical Theatre workshops have gone on to support this. 

Every actor, director, creative, audience member has differing views on what Realism and Naturalism and how it is perceived in the theatre. Each actor in particular with have differing levels of understanding on how to practice with these theatrical movements, and in their personal arsenal of skills how to portray a realistic character or performance. And what that is will depend upon what they want, and more so what the director craves. My rehearsal room relies upon the ability to act within these parameters of Realism and Naturalism, but also have the opposite ability to break the rules when required.
Over the course of this essay and learning period I have not discovered my directing style, but more so rediscovered it through further understanding of the theatrical world. On reflection in directorial projects before university the theatre I produced was woven with direction that came purely for audience pleasure and not so much for actors’ conscious. I still retain that style, but through the process of intaking the teaching of Stanislavski, Hagen, Strasburg, my ability as a director has a more rounded elegance that combines the bravery and intrigue to mix different forms of theatre. 

‘A significant part of Meyerhold’s achievements is still wrongly attributed to Brecht.’
(Mitts & Shevtsova, 2005, Pg.26)

The second-year project was a production that centred very closely with the teachings of Vsevolod Meyerhold, although I was unaware of this as in the quote above, I believed it to be a Brechtian style. Bare stages, plain costumes, use of music and narration, all contradict the fabric of Realism and Naturalism, and stop the hallucination of an audience in their theatrical experience. But the fabrics of these movements aren’t what they were when Zola and Antonine were creating theatre, the boundaries are much looser. In a world dominated by digital media, a theatre audience doesn’t need real beef hanging on the stage, or grand sets of the middle-class Norwegian family it seems, more so to be surprised, questioned, and entertained. Creating minimal sets, or immersive sets, or no sets outside the norm result in new experiences for the audience and theatre goer, so long as the acting is embedded in strong character building and belief. The rehearsal room I want to continue building is to be organic and fluid, with no boundaries apart from inner understanding of actor and director and the theatre with blends of Realism and Naturalism to entertain but also acknowledge what is it. After all that creation and vision, the whole process comes down to ‘the actor is in the middle and the audience surrounds him (her) and there’s nothing else really.’ (Watson, 1988) 
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