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Exploring and researching different theatre styles to understand my style as a director.

Theatre is forever adapting and evolving, therefore knowing the history of theatre styles is vital for a stage director as not only do they often pass on their knowledge to their companies, but it also benefits them to gain better knowledge of stagecraft, widening their possibilities for creation within performances and productions. Mitchell states (Mitchell, 2010) that figuring out the genre of the chosen play allows the director to be able to gather their material effectively, understanding which techniques and exercises are necessary for the style they will be exploring. Therefore, throughout this module I aim to gain a good understanding of theatre and where the industry is by investigating various styles of theatre and its practitioners that have influenced the industry. I will gain this information using books, websites and videos to widen my knowledge. Alongside this essay I will be leading a practical project with students which will explore the new information I will have gathered throughout the module, building upon all the skills and techniques I will have already learnt throughout the year.
In theatre, it is often asked whether its purpose should be to entertain or to educate.  Hardison (2022) states that it can be both as she says ‘theater must surely entertain’ but also says ‘theater has been meant to educate on moral and other principles’, whereas ‘litteacher8’ comments that ‘all theatre is for entertainment’ and a lot do agree with that statement.  Others would say that theatre is an art form, and whilst ‘going to the theatre you will get a wonderful opportunity to explore the human condition’ said World of Theatre (2018) as they continue to say that theatre is an intricate part of human history as it can show us the positive and negative sides of human nature. As well as giving us a reflection of human nature, it can also reflect life as can be seen in the responses to questions posed by Shah in his interviews on the website thoughteconomics (Shah, 2016).  “What is theatre?” asks Shah, Darcey Bussel replies:
Theatre is a sense of escape, it transforms you into a new space.  It can however, be many things.  Theatre can be a source of intellectual learning, inspiration, and can even reflect your life.
Theatre has been reflecting life for many years, with the use of both naturalism and realism, but in which way(s) do they differ? SuperSummary states that Naturalism is ‘a late 19th-century literary movement in which writers focused on exploring the fundamental causes of their characters’ actions, choices and beliefs’ (SuperSummary, N/A). Naturalism first appeared in works by authors such as Raquin, Dreiser and Norris. However, it was Zola that undoubtedly drove the naturalism movement back in the 1860’s. The movement developed as a new way of writing, writers began to home in on how they could bring their characters to life by focusing on their actions, choices, beliefs and surroundings. ‘Since human beings are, in Emile Zola’s phrase “human beasts”, characters can be studied through their relationships to their surroundings’ (RCCC.EDU, 2022) and with that focus of humans, Zola’s aim was to replicate real life in his writing. This movement was very popular in the world of literacy and sparked various conversations however, Theatrecrafts (N/A) mentions that it was ‘critized for being too blunt’ as it ‘exposed the dark harshness of life, including poverty, racism, prejudice, disease, prostitution, filth’ but all the authors wanted to do was to show the world they lived in, in writing. 
The popularity of the literacy movement began to decrease in the early 1900s, however, it was only just starting to develop in theatre. As I mentioned above, the aim of naturalism in theatre is to form an illusion of life which typically would include (Theatrecrafts, N/A):
everyday speech forms (prose over poetry); a secular world-view (no ghosts, spirits or gods intervening in the human action); an exclusive focus on subjects that are contemporary and indigenous (no exotic, otherworldly or fantastic locales, nor historical or mythic time-periods); an extension of the social range of characters portrayed (away from the aristocrats of classical drama, towards bourgeois and eventually working-class protagonists).
As stated above, naturalism in theatre disentangles itself from anything that is not in what we as people feel, see or hear, cutting out any fantasy worlds and focusing on the realness and the harshness of life. Although it may sound effortless to set an illusion of real life on stage, it unquestionably changed the meaning of theatre to some. For example, prior to naturalism, Shakespeare was also popular in the theatre, often referred to as classical theatre. Having also been a huge influence on the English language, Shakespeare wrote many plays, and became popular quickly as he was ‘excelling in tragedies, comedies and histories’ (BiographyOnline, N/A). Due to the high demand for his plays, he wrote his verses in iambic pentameter to make it easier for the actors to learn and because of this, they would talk in beat (10 beat rhythm) ‘therefore his characters’ language did not always reflect how real people would have spoken’ (BBCTeach, N/A). This is how theatre started to change for some people, because suddenly, they had gone from entertaining Shakespearian plays with a mixture of darkness, comedy and even fairies with the dialogue written in beat, to naturalistic plays about the harsh reality of life using every day speech forms, getting rid of any other fantasy worlds. According to Unwin (2004), incorporating fantasy worlds can often take away from the depth of a play as he states that the directors of Shakespearean plays are so intrigued by the ‘atmospherics’ of their chosen plays that they ‘forget to do the hard stuff: realising the action of the play itself’.
The Seagull (1895), a well-known naturalistic four-act play by Russian writer Chekhov, was written about a group of artists who meet with an ambition to be successful in different ways, however not everything went according to plan, resulting in unfulfillment and failure as it followed their journeys of coping. The play itself is considered to be one of the most beloved as ‘it gives actors the opportunity to explore naturalism in drama’ (StudySmarter, N/A).  All the characters go through different struggles, just as people in real life do, even when happy.  The characters within The Seagull are unhappy in love and the constant conflict within the brain is something that everyone can relate to. The relatability of the play may be due to the fact that Chekhov used characters from his own life. Mitchell (2010) states that ‘Nina is based on one of his girlfriends’ and ‘Trigorin is based on a friend’ making his writing much more credible. 
Contrary to audiences criticising naturalistic theatre for being ‘too blunt’, as mentioned above, nowadays they seem to think differently. Unwin (2004, p. 38) comments that someone like myself, starting in directing should keep in mind the original reaction from audiences when naturalism was popular, to keep in mind that these plays were thought of as ‘immoral and shocking’ because as theatre has since progressed, many deem naturalism as now being ‘too comfortable’, showing us as directors that audience perception can and will change over time and is something that cannot always be controlled. In relation to the audiences’ opinions changing, in a recent interview with Solga about the differences between naturalistic theatre and the works of Katie Mitchell, Rebellato (2017) says that audiences now talk of naturalistic theatre saying it is “conservative, it’s boring, it’s mainstream and it’s a safe option” whereas before they criticised it for being too blunt, quite similar to how they now describe Mitchell’s work of being “radical, controversial and avant-garde”, again showing us that opinions will change, just as the industry does, but it does pose the question of whether Mitchell’s work will be considered boring and mainstream in a hundred years? We will never know as the industry evolves continuously.
Although there can be many changes and differences in theatre, some similarities will always remain. Very similar to naturalism, there is realism in theatre. As mentioned previously, the connection to character in a naturalism play is vital in order to truly represent human nature, but that connection to a character is also vital in realism. Realism often adheres to the same rules as naturalism by having real settings; they ‘are set in realistic contexts’ without any ‘fantasy settings’ (BBC n/d).  Realism in theatre will also include ‘a carefully selected and distilled representation of real life’, which could also be applied to a naturalistic play too. Given that there are a number of similarities between them poses the question of in what way do they differ? According to Mike in Still Education Tips (2021), there are a few differences, one being that realism will often portray the lifestyle of ordinary people with their normal language, whereas naturalism provides a ‘scientific portrayal of how significant natural forces control human beings’ which could be their families, surroundings and so on. He continues to claim that realism tends to focus on the middle class, whereas naturalism will often create characters from a lower-class background. Another one of their differences are the themes within both styles, stating that realism frequently has themes about society and class, and naturalism has ‘more grim themes’ such as poverty, violence, power struggles and prostitution. Most of all, however, Naturalism is often looked upon as an exaggerated version of Realism, which we can understand by looking at Mike’s comments above. Another difference claimed by StudySmarter (n/d) is:
Naturalism is a form of realism in drama that was developed in the late 19th century in Europe. Naturalism attempts to show real life on stage as it is. It uses sets, costumes, narratives, and acting techniques that are as true to real-life as possible. Although realism and naturalism in drama are very similar, there is one main distinction. Realist plays provide a clear moral message by having the characters' struggles resolved in some way, while naturalist plays present a study of the events and raise questions without answering them.
In conclusion to StudySmarter’s comment, realism will often have their issues solved whereas naturalism is keen to show that not everything in life can be resolved.  They often get mixed up because as we have seen, they have various similarities, the differences are very little and because they both became popular in the nineteenth century. Koshal (2011) believes it is difficult to understand their differences in today’s theatre as:
Though they are known as two different types, by now, realism and naturalism have more or so integrated that it is hard to differentiate one from the other in terms of creations.
However, as discovered in a few statements, there can be a difference, just that they are very little differences. In terms of realism, I have learnt that it replicates real life whereas naturalism theatre will do this by using normal everyday language as it avoids anything out of the ordinary. However, realistic writers will also use everyday language but will heighten the tone and purpose, for example, in Ibsen’s ‘A Doll’s House’, Nora’s character ‘is inwardly motivated’ (Saunders, n/d) stating that Nora’s words are ‘orderly and selective, logical in intent’ as Ibsen wanted to use the language more effectively to discuss social problems. Naturalistic writers, however, portray a closer representation to real life communication without being afraid to implement silence and pauses.
A Doll’s House by Ibsen (1879) was one of the first realistic plays to be staged as Ibsen explored the relationship between characters in their family setting. Bogh (YorkNotes, N/A) was amazed to see a play ‘so simple in its action and so everyday in its dress’, by eliminating any other theatrical phenomena such as audience interactivity, music and movement, allowing the actors to simply focus on showing humans in their everyday life. The entire play is set in a living room; the audience is taken to a familiar location and allowed to witness conversations that often happen behind closed doors. The play itself focuses on Nora and how she detaches herself away from what a woman should have ‘been’ in the late 1800s as she instigates a divorce at a time where a woman’s purpose was to keep quiet and serve only as a wife and/or a mother. Similar to naturalism, realism wanted to bring these issues to life to show life itself and authors like Ibsen ‘believed that women had a right to develop their own individuality’ (NewYorkEssays, n/d) and he did exactly that in this play.
A perfect example of a play that goes against everything included in naturalism and realism is PETULA, a production by August012, National Theatre Wales and Theatr Genedlaethol Cymru that toured around Wales during March 2022 (PETULA, 2022). Following the journey of Pwdin, a twelve year old teenager who flies into space searching for his cousin, who he loves as a loving partner. PETULA had various entertaining elements to it such as the stage being one big ball pit with bright vibrant lights on lighting rigs using their up and down movement to differentiate scenes, with some of them including tributes to Beyonce and Ed Sheeran. Despite the funky elements to it all, it was almost too much to be able to focus on as a storyline as it was so sporadic and was all happening too fast for myself, as an audience member, to understand what PETULA was. In comparison to my research to naturalism and realism, it was difficult to understand the relationship between the actors and their settings, which goes against everything naturalism does and it was very unrealistic in the sense that two young cousins were falling in love and developing sexual feelings towards each other. PETULA most certainly took me on a crazy roller coaster with some cool aspects to it, but it has definitely shown me how far theatre can be stretched nowadays with its elements of abstract theatre and comedy, in comparison to The Seagull and A Doll’s House. 
However, a lot of companies today incorporate elements of naturalism and/or realism into their plays and whilst not fully embracing those styles, PETULA most certainly incorporated realistic elements, mainly involving its characters’ emotions. In 2019, I watched The Unreturning by Frantic Assembly (The Unreturning, 2019), which is also a great example of incorporating certain elements of realism in an unnaturalistic play. Having toured the UK in 2018 and 2019, it is the opposite of a realism play as it focuses on three different stories at the same time with a lot of physical movement throughout. It still reinforces realism and naturalism in its emotions and conversations with its ‘everyday speech forms’ and therefore as an audience member it is easy to understand and empathise with the dialogue, just not as much with the physical and constant set movement which are very unnaturalistic in comparison to plays such as Uncle Vanya and The Seagull. 
It is very important for myself, as a director, to watch theatre as it can provide me with new thoughts and ideas to consider when directing myself, with better knowledge and opinions of theatre, regardless of enjoying them or not. I recently watched Dance To The Bone in Cardiff (Dance To The Bone, 2022), a play following a story of a dancing plague breaking out and affecting the physicality of people living in Haverfordwest which was written and acted by Actor-musicians (Neon Candle Theatre Company).  It became a ‘gig theatre’ which ultimately goes against naturalism as other theatrical phenomena such as song and movement never appealed to naturalistic writers, however it is still possible to follow the journey of Joanna as she mourns the death of her grandmother with understanding and empathy with the script’s realistic emotions. Other aspects such as having no set again, defeats what naturalism is, but what I took from it the most was how much enjoyment there was from the audience, it was most certainly entertaining with their incorporation of live music. 
According to Trayanova (n/d) gig theatre itself ‘combines two amazing types of art and creates something unique for different audiences to enjoy’ and over recent years it’s gained real popularity within audiences, again enhancing the evolution of theatre, thinking about how much styles that are now incorporated into one. As enjoyable it was experiencing gig theatre for the first time, when I went to observe their rehearsals at the start of the journey, a lot of time was focused towards the music and the live aspect of the show, that I did not see much of a communication between the director(s) and actors as a lot of their time was dedicated towards the music and how the acting comes with that element, other observers that attended on different days also agree with my comment. Therefore, as a director I personally do not think I would enjoy working on a production like this, as I like to work closely with my actors and their overall journey throughout the process and I lack expertise in live music theatre altogether. I love music and have incorporated music into my work in the past, but now I know that gig theatre perhaps is not for me, at this moment and time. Yet again, this emphasises the importance of watching theatre as it provides a director with thoughts and answers they do not always know they need. 
Observing different works allows an outside director to sit back and fully acknowledge the space. Whilst attending a rehearsal with director Ioan Hefin, I was amazed to see a style that I had never worked on or even knew much of before. Ioan is working on a play called ‘Little Revolution’ written by Blythe. Hefin works closely with his actors as they face the challenge of doing verbatim style theatre. According to Joseph (n/d) verbatim theatre is a ‘type of documentary theatre constructed from the words of real people responding to a particular theme or a real event’, with dialogue that can be taken from media, interviews or the news. When observing Hefin’s rehearsals I noticed the actors would fully attempt to embody the soundtrack, even the coughs, breathing, grunts and so on. One could say that this style incorporates an element of naturalism as ‘it’s not about flawless delivery, but a depiction of human nature – the body noises and all!’ says Joseph. However, the actors play multiple roles which instantly goes against naturalism and giving an actor this responsibility means they must differentiate each role well, otherwise the audience can have a hard time following if the characters are too similar. On the other hand, if they are similar in original soundtracks, the actor faces more challenges to not create too many differences or there may be the ‘danger of creating false distinction between characters that may not be there’ as Horwitz (2013) states, continuing to say that utilising small props or costumes assists greatly in differentiating characters and in a play like ‘Little Revolution’, this would be extremely helpful from an audience perspective.
This style of theatre does pose questions though as some people, along with Trueman (2018) believe that ‘real words aren’t enough’ as he thinks if verbatim directors stay too authentic to the journalism/documentary aspect of it, they might as well let the people use their own words, instead of ‘taking their words and placing them in actors’ mouths”, using the words themselves is not enough for the theatre, he implies. This comment is interesting as it also provides some insight as to why realistic writers thought more carefully of their characters’ words, ‘logical in intent’ as mentioned earlier, perhaps using everyday language is not as effective as one would think. Hefin’s company used headphones at the start of their process to replicate the characters’ interviews as precisely as possible. As helpful as headphones were, I attended another rehearsal where they wore them for the first time after a week of not using them and it was clear that some actors were very comfortable with their accents, dialects and sounds. With that comfortability it meant some had started lacking in physicality and presence as they stopped trying as hard which brings me back to Trueman’s comment stating that words are not enough. This style is focused on speech, but if an actor does not expand on that speech using their physicality and emotions, it loses the audiences’ focus as it does not give them enough. As challenging as verbatim is, these efforts must come from the actor so I would not blame the style for the lack of stage presence.
Another style of theatre I saw recently was Milky Peaks, a musical following a small town in Snowdonia that gets thrown into a competition for ‘Britain's Best Town’, sparking various conversations about the unrepresented, the Welsh and the life of a gay man in a small town, where they used the unrepresented to convince those voting, with their ‘inclusivity’ policies (Milky Peaks, 2022). Bauer (n/d) explains that musicals are enjoyable as they give the audience a production that offers music, dance and dialogue. Musicals, like plays, can be very entertaining as they combine various forms of art into one, and Milky Peaks was a joy to watch. One factor that I enjoyed a lot was their multi-purpose set; to begin with it was a slate stage with moveable slate stairs to accompany different scenes but as the musical progressed, the audience were surprised with a built-in toilet that the actors could easily take out of the stage for a new scene. First, they were surprised with the toilet, but shortly after they were surprised with the slate stage opening up to become a nightclub with its colourful dance floor, which amazed me as a viewer. In comparison to naturalistic plays where the set replicates real life, with it often only being in one location as it is defined to that space only, it was great to see a simple set that could easily adapt in order to create new locations for us as audience members. 
Another factor that I thought was great about Milky Peaks is that they knew about the world of their play; Alfreds (2007) often speaks about this, it can be easy to know the world of a chosen play by looking at time and location, however, Alfreds advises the director to look beyond that, away from actuality, to see the bigger version of their world. I once wrote and directed a short one person play about ‘Welsh History and its on-going effects’, it was a bold decision as this style of theatre is ‘an entire performance for a single performer’ which ‘relies on a strong characterisation and a confident performer’ (Theatre Crafts, n/d). As I was so invested in mainly the character of this one woman play and her overall message, I lacked vision of the world of the play, which evidently did not help my actor as they also then, lacked information about the bigger picture, not just the script and the messages within. Looking back now, I realise the importance of how every little detail of that stage can impact the play, not only the narrative. Various elements of the play can be used to convey the story well. 
Amalgamating various forms of art into one has always been of interest to me, as a director. In comparison to naturalism in the early 1900s, I believe that incorporating movement, music or other theatrical phenomena to a play can bring further exciting aspects of a performance and seeing various shows recently has proven that. A major focus on my last module was on script, rehearsal and performance and I chose to do some exploration on Stone Face by Eve Leigh. This work is based on the story of a fifteen-year-old girl who had been held hostage her whole life resulting in her being incapable of communicating; she expressed her emotions through physicality. During my exploration I realised that I was not capable of directing a movement required piece with my lack of knowledge within the field but what I did realise was that the play was not as unnaturalistic as I once thought. Having done some research on other children that were held hostage, I soon learned that there were similar cases to Catherin’s with the lack of education. Although adding movement in a play can be abstract, it does not mean it cannot work - as seen in Stone Face - that needed movement to convey the character and narrative. Throughout this module I aim to explore with some other theatrical phenomena to see which suits my style best.
Therefore, for my practical project I will be keen to explore a few different avenues to see if they can be combined into one. This project will be more of an R&D or otherwise known as a research and development process. Joseph (n/d) states that this process is ideal for exploring the characters, style and story of your chosen play as it ‘provides space to experiment with ideas’ which is what I want to do over the course of this project, simply experiment. This type of process is a risky one because the actors are asked to explore various activities which may not make sense to them, or the process, as it can be both exiting and extremely confusing at the same time, says Joyce, in discussion with Joseph. 
The first step for me was to re-work an already written/structured play by Mari Izzard, called HELA. HELA tells the story of Hugh and Erin, both held hostage in a kill house; we soon realise that Erin had planned all of this as revenge towards Hugh as he has something to do with the disappearance of Erin’s son. In the original play Hugh does not speak Welsh as he has erased his Welsh childhood from his mind, but Erin continues to interrogate him in Welsh to unlock that key factor in his life. I changed both characters into Welsh speaking actors as I was provided with two Welsh first language students, but I kept within the play’s intentions of communication struggles, which is why I made Hugh from North Wales and Erin from the South as we played around with the North and South division, using words, dialects and phrases personal to their regions. 
The struggle in communication was important to me as it is a prominent factor within the beginning of the play, but authenticity was also something I wanted to work on. Actors know when playing a character that they need to embody everything of that character, but, like Hugh and Erin, my actors were also from different parts of Wales. Therefore, to make the characters more credible, I asked them to run through my translation and work with me in order to make their characters’ words as close to home as possible. Chamberlain (2004) states that this was a technique sometimes used by Chekhov in his rehearsals as it can create a better atmosphere, I noticed in my process that it gave the actors new confidence and as they understood more of their words that they could fully explore the scene without worrying as much about the dialogue, which certainly brought a better drive and atmosphere to the work.
In the original play they use ‘Myfanwy’ (a Welsh version of ‘Alexa’) and a projector to show translations to the audience, Erin often used it to communicate if Hugh could not understand. I could not do this but I used Myfanwy to heighten Erin’s power as she could activate Myfanwy through Hugh’s body, heightening the intensity of the play with the hopes it made Erin’s control much more ambiguous. As it was an R&D I could manage the script how I liked. After the process of translating it, I cut a lot of the scenes as often they would repeat themselves and I wanted to keep it as exciting for the audience as possible, especially as I knew not many Welsh speakers would attend. After a few weeks of seeing what worked and what did not, we had two big scenes. The first scene introduced us to the characters and slowly showed us that Erin had disguised herself as a hostage at the beginning, before challenging Hugh about his past and his current purpose. The second scene was much more driven and direct in order to torture Hugh with its high intensity and intentions. 
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Description automatically generated]I only had a little time and very little help as it was just myself and my actors but having understood the benefits of set and props throughout this module, I wanted to give the audience some visuals that they could take understanding form.  Some you can see in these pictures below:
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Description automatically generated]I wanted to keep it simple, but I also wanted to give clues to the audience. Having a small setting with these props also allowed me to disguise some hidden surprises, one being a picture of Erin’s son which she picks up from the floor which was hidden amongst all the pieces of paper (actually a picture of my nephew) and shoves in Hugh’s face, again giving the predominantly English speaking audience clues and hints so hopefully they can achieve a better understanding of Erin’s intentions throughout the play.  I often visualise sets and props in my head whilst reading, my first simple painting of how I saw HELA consisted of a chair, heat lamp, pictures scattered on the floor and a long string above the chair holding tools used in the farm. As seen in the pictures above, the set consisted of two chairs, to expand on the illusion that Erin was also held hostage. I could not have a heat lamp, therefore I had to stage the chairs differently to face the light, so that the actor playing Erin could then play around with shadowing Hugh away from the heat. My tools could not be above their heads for multiple reasons, therefore they were set in a steel bucket by the chairs, which if anything, made it much more accessible to use them.
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Description automatically generated with medium confidence]Ultimately, adding props to a play can add various elements. Spur Creative (2015) comments that using props ‘makes the plot spring to life, and can emphasise important movements’ and for example, in my second scene Erin ties Hugh’s character to his chair with a big rope and without that prop, the whole scene would have lacked intensity. Symbolism theatre heavily relied on props to implicate different thoughts, and they are used ‘to represent a concept that was greater than the literal suggestion’ (Cash, 2021). Symbolism heavily incorporates colours, movement, characters, props and costumes. They can be visually pleasing for the audience, but symbolism also likes to bring out the greater meaning of those elements, for example, I would have liked to use red lighting in the second scene of HELA as the colour is often ‘used to show rage, passion, anger, desire, energy, strength’ (ICMT, 2016) which would have heightened Erin’s intentions during the scene. Some props that were on stage were not to be used physically, they were little hints, for example, the little pieces of paper on the floor of Erin’s kill house were ripped mind maps, which was a symbol that Erin’s abduction of Hugh was organised and planned well in advance. When taking into consideration the costume, a small symbol such as wearing a tie differentiated the status between both characters as a tie is symbol of power. 
As we were developing these scenes, I started to realise both had elements of various styles such as the small set bringing some naturalism in the sense that the set impacts Hugh’s character, intimidating him with its small proximity filled with dangerous weapons.  The emotions are realistic with the help of subtle hints from symbolistic props and there were also unnaturalistic elements such as Myfanwy taking over Hugh when speaking. Although I enjoyed them, there was still something missing for me. After a while, I came up with an opening and a long transition from scene one to scene two. The opening consisted of a soundtrack welcoming the audience to ‘Gwlad yr Er’ (Erin’s country) as they were greeted by a robotic voice with various sounds of aeroplanes in the background. This does in fact go against naturalism and realism as it is nothing visual with a robotic sound, but that robotic feel links well with Myfanwy and it simply takes the audience elsewhere with its ambiguous feel. This allowed us to open the show nicely, and then all I needed was a good transition between both scenes which stemmed from our exploration week at the start of the process.
[image: ]At the beginning of any process I do, I like to use a technique called sense memory which was used by the likes of Stanislavski and Strasberg. I believe it is a great way to unlock some personal experiences an actor can then apply to their character if relevant.  Horwitz (2022) comments that ‘recalling the physical sensations of similar circumstances – taste, touch, sight, smell, sounds – can induce a similar sensory state while acting’. It is a simple yet effective way to apply everyday senses to your character, or more so, to the world of the play. As an actor I saw other directors use this technique by separating each of the five senses into big mind maps. This allows the actors to see the world in different aspects they can relate to, via words, on paper, giving them an all-round flavour of the play itself. 
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Description automatically generated]I asked them to act out some words that their character related to the most and I realised that using the senses is quite naturalistic as it asks the actor to prise some emotion out of their own personal human experiences, and it brings life to their characters in a much easier way as they are already familiar with these senses. I understand that this technique is best used at the start of a rehearsal as it may damage the actors as some past trauma could potentially arise, but I think it is helpful for a short rehearsal technique. 
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Description automatically generated]As I still had the mind maps on the wall when thinking about the transition from scene one to two, I asked them to pick any five words from any sense and build a movement sequence from that. As I had already explored in some styles as mentioned above, I wanted to bring some elements of Brechtian theatre into it. Although Brecht opposes Stanislavski, I wanted to explore to see if elements of both could work. Brecht’s aims were to keep his audience engaged and to let them know that they were watching a play, therefore incorporating unnaturalistic elements such as movement or song was a reminder to his audience that they were watching a play, and not ‘forgetting about their own lives’ whilst watching theatre (Hanlon, 2021). With the use of music (Die Alone by FINNEAS) they would do their own individual sequences before Hugh’s character would break out of his hand-cuffs to escape which is met with Erin’s power control as she used Myfanwy to stop him from running whilst she continued to break the fourth wall, giving the audience a monologue of her reasonings for holding him hostage. The actors related to the lyrics of the song in their own individual ways, it was important for them to understand the songs’ purpose and how it could affect them. As both scenes are quite similar, this allowed a moment for the audience to see something new, the music took them out of the naturalism, and they could now feel more engaged as they were addressed by Erin. This transition also heightened Erin’s anger and intentions in the second scene, showing the audience how trapped Hugh was at that moment. These are just a fraction of the techniques I used and Stanislavski influenced a lot of them as his approach allows actors to fully understand their characters and that was something I really wanted to get across. Given circumstances was another technique I used as it makes the actors think about the world of their play. The story, facts, set, time, location, conditions and many more are thought of in this technique, and although it was done in the beginning and I cut a lot of dialogue in the process, the technique itself is easily adjustable as it is all curated around truth (Merlin, 2014). 
Truth, storyline and characteristics were heavily focused throughout my process, when HELA was performed to a closed audience, I asked a few people for their honest feedback. Benji (Morgan, 2022) a fluent Welsh speaker said:
I thought HELA was very good. I liked hearing the differences in the language between north and south and I appreciated how the play was adapted to be fully Welsh speaking.
Edward (Brown, 2022) who knows most of the Welsh language but lacks confidence said:
I thought that HELA was a very interesting performance. The use of both North and South dialects engaged myself as a Welsh speaker and caused me to pay more attention by trying to figure out what both characters were saying. I liked the use of the computer control in the play as well since it added further mystery and questions that I needed answers for.
And Blaze (Roper, 2022), someone who speaks no Welsh at all commented:
As a non Welsh speaker I was concerned with going to watch, as I thought I wouldn’t be able to understand the play, but the acting and how the play was set sucked me into the story and the action, even without knowing many of the words! It showed me so much emotion and it made you curious to the characters actions during the play.

On a final note, I have learnt that the theatre industry is always changing, and so is the opinion of the audiences. Watching various shows and seeing their differences has taught me that there is no correct way of doing theatre, it is all based on preference and style. I as a director have learnt that I do not need to give the audience everything on a plate, I can keep them engaged none the less as we see in some feedback above. I am yet to realise my ‘style’ as a director as I enjoy incorporating various styles into a play and I believe this could also change as I gain more experience. An important factor I took away from this year was to understand it is allowed for a director to explore something, and to say if it works or does not work for them. As a director I often thought I needed to be perfect at everything, but the truth is all I need is self-belief, and the rest will come with that. I have grown with my confidence, learnt much more about theatre itself, appreciate the beauty in different works but most importantly learnt that I am capable of being a good director and I look forward to further explore and expand on the skills I have learnt this year in next year’s Mainhouse and Studio theatre.
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