Exploring the role of the Theatre Director and understanding their purpose in orchestrating and managing a production to entertain or educate through various techniques and ways of thought within and outside the rehearsal space.
By Oliver Goulstone 
‘What is a director? Virtually anything you want it to be’ (Alfreds, 2007, Pg315) The presence of the director can vary from individual, but the generalised idea of the director remains the same; to orchestrate a collaboration of creatives and actors to present a theatrical piece. No one director is ever the same and no productions should ever be the same but, all must follow a guide on how to succeed in presenting a piece of work. Throughout this essay the idea of variation in directing will be explored through research into various techniques and schools of thinking that achieve the common goal of entertaining and affecting an audience. Every director will get to the end goal through a different route but as Alan Ayckbourn stated, ‘The only thing that mattered when it came to it, is the actor and the audience’ (Watson, 1988, Pg20) and as long as the audience keeps returning, theatre will remain regardless of how it’s presented. 
[bookmark: _Hlk89693875]To be a director you must first have something to direct and deciding what to add to your repertoire is almost as important as your method. We often see directors choose pieces of theatre that they appreciate and feel comfortable in because they believe they have a full understanding of the work and how it should be presented which can result in repetitive adaptations. Peter Brook would describe this as the ‘Deadly Theatre’ which explores the idea ‘that somewhere, someone has found and defined how the play should be done’ (Brook, 2008, Pg17) and to stylists, dramaturgs this may be seen as a cardinal sin but an audience still thrives on comforting entertainment ‘and I know when I’ve done a bloody hard day, the last thing I want to do is see King Lear.’ (Watson, 1988, Pg24) The very fact that the same productions on the west end are performed time and time again alludes to this comfortable idea of entertainment. But does comfortable mean good? ‘Commercial Theatre continues to regard it’s audiences as consumers, blatantly pandering to a mean level of taste and intelligence in order to stay in business’ (Cardullo, 2008, Pg101) and Tina Satter stated, ‘Don’t keep repeating what’s good’ (Marty,2019, pg20) and ‘her willingness to push beyond the known good and risk critical and artistic failure’ has been successful for her line of work and she has become known for her experimental company based in New York. 
Perhaps coming from a place of uncertainty is a better approach to a piece? KJ Sanchez states that choosing a piece of theatre that is comfortable for the director becomes ‘Propaganda’ (Marty, 2019, Pg14) of the directors thoughts. The Director should ‘Be Changed by the work’ (Marty, 2019, Pg 14) and in theory if the cast feels changed by the work, then the audience should too. Dic Edwards states ‘For a play to be worth anything, the playwright has to have the commitment, and has to have something worthwhile to say. There is no sense in which anything comes from nothing’ (Walford Davies, 2005, pg85-86). In summary, a director must have a series of questions they don’t quite understand themselves but through exploration in rehearsal and performance they can usher the audience into answering them personally and individually. A director who has all the answers to a play such as ‘Waiting for Godot’ (Beckett,2006) should consider if presenting their adaptation is going to challenge both the company and the audience, and if really whether or not they have anything to say in their interpretation.
‘I suppose the thing people don’t understand is the scale of responsibility. Everything, absolutely everything. Is my responsibility. If a prop is wrong, if a costume doesn’t look right, if a performance isn’t happening correctly, if a lighting cue looks ridiculous- whatever- it’s my responsibility.’ (Wu, 2000, Pg150)
Understanding the enormous accountability of a director is summed up above by Michael Attenborough and in a nutshell here “Everything that you look at and listen to on that stage is my responsibility” (Wu, 2000, pg151) and gives a clear understanding of how every aspect of the theatre must be in the directors vision and orchestrated by them to ensure the overall cloth of the production is symmetrical. Communicating with the various departments involved whether it be sound, lighting, or costume must be consistent and clear so that everyone involved is on the same page. Nicholas Hynter states ‘Be the translator of what’s on the page onto the stage’ (Wu, 2000, pg110) and that relies on the director to become the conductor and lead everyone on the correct path.
All of the above quotes originate from artistic directors who are conductors in epic teams with vast levels of financial supports and broad departments to succeed in their theatrical vision. Naturally their role as a manager of people is challenging, but they have the respective individuals in place to carry out the tasks as director ‘your relationships with members of your creative team are bet serviced if you keep in touch on a regular basis.’ (Mitchell, 2009, Pg189). On the other hand, a directors role in a minor theatrical company would see less support from surrounding help and curtail in the role growing and taking on more responsibility for completing tasks. In the amateur world for instance the director is still seen as a producer with duties to ensure promotion of the show, constructing sets, and organising the payment of a rehearsal space. Whether in the West End or in the local village hall the directors role is not just about the end performance, but everything leading up to that. Success can see a director complimented on their work but if unsuccessful ‘the rest of the theatre’s workers retreat into their specialised domains, thereby disclaiming any responsibility for the productions overall quality.’ (Cardullo, 2008, Pg101) 

Overall, it is important that a director finds their own personal interpretation of the play they intend to present, in most cases the director becomes the first person to begin the process of producing a play and will nominally have the last say on the performance before it is presented to an audience. Deciding on the piece of work and assembling the creative team see that ‘More than 50 percent of a directors work will be done before a single actor is cast’ (Foreman, 2009, Pg28) the director does the work to then delegate upon the crew and cast.
Staging of a performance is vital and can be limitless or certainly hindered by the facilities a director has at their disposal. Our typical West End Theatre is set in a Proscenium March style and this setting of performance has dominated the theatrical world since the 18th century and ‘consists of a deep square or rectangle stage that is fronted and surrounded by a ‘frame’’ (Foreman, 2009, Pg29) which constructs a clear ‘fourth wall’ that ‘largely assumes actors and audiences not to be in the same space’ (McCaffery, 1993, Pg59). These theatres are seen all over the country and continue to be the central area of performance for major productions and in particular musicals. Directors though aren’t confined always to set stages and theatre; they can place theatre wherever and however they like.
Alan Ayckbourn put the audience around the stage ‘theatre in the round’ (Watson, 1988) in order to one tackle fiscal issues with production. Augusto Boal created ‘forum theatre’ that was played out in streets amongst the public, which later became ‘invisible theatre’ and was intentional against his nations plight (Boal, 2000). Andre Antoine before the end of the 19th century took the fourth wall out of focus and began to instruct his actors to perform so naturally, they had no concern for where the audience would be (Singleton, 2010). Just from the way a production is staged sets about the tone of how the production will resonate with an audience.
Sitting down with a designer a director will coordinate between what facilities and finances are available and what the vision is. Construction of timetables and organising rehearsals as well as meetings with the creative team is imperative as comes down to exactly what the director wants to dedicate focus. Concentrating on the main events of the directors journey we’ve looked at how selecting work and deciding interpretation is important, we will now look into method of which a director communicates that interpretation and manages the rehearsal space. 
The most important people to work with the director is of course the actors, in which the director will need to channel their ideas and image through their actions as a performer. It is vital that the actors chosen, or cast will be capable of not just understanding direction and applying their skills but providing the director with constructive communication and the ability to confront as well as conform. ‘If you cast an actor who is right for the part but who will not undertake your process, you may waste valuable time in repeated conflicts about working methodology’ (Mitchell, 2009, Pg99).
It is vital at the audition stage for a director to ensure they pick the right people for each role, as mistakes made here can be very difficult to alter later in the process. On occasion directors will seek to cast friends in productions as it will feel safe to have a friendly and supportive face in the room, ‘Friendship with actors can blind you to their true abilities and lead you to giving them roles beyond or below them’ (McCaffery, 1993, Pg40) There is of course the general strain of a working environment which could naturally dent your friendship, and also lead to unbalanced relationships throughout the cast. 
Katie Mitchell structures her all her auditions and ensures ‘that very actor is auditioned in the same way’. She states: 
‘Divide the auditions into four loose sections:
Talking with the actor about jobs on their CV
Asking them what they think about the play and the character they are auditioning for
Explaining the job as you understand it- the role and the process
Giving them different tasks to play on a short scene from the play.’
(Mitchell, 2009, Pg99)
This discussion with the actor will ensure that the directors casting them for the right reasons, discussion on previous jobs will give insight- are the directors, they have worked with previously, similar to yourself in an approach to the rehearsal room? What weight and responsibility did their last role hold? Do they actually feel passion for the piece you will be directing? Do they see the same vision that you want to portray? Casting is about finding a team that can work together- not the best actor in the room. 
In contrast to this well-structured audition process Alan Ayckbourn talking about Stephen Joseph stated Joseph ‘Never auditioned an actor, he always interviewed them’ (Watson, 1988, Pg21). In these interviews Joseph would have discussed passion for the project, understanding and opinion of play and respective character, but in a naturally relaxed fashion. His belief being that a tranquil actor would show their true persona and outline who they are for Joseph to conduct whether or not they fitted into the fabric of the production. This is not to say there would have been no reading of script or performance but takes away from the idea of auditioning being an exercise of walking into a blank room, saying lines, and being quickly replaced by the next person. 
Nearly every director will have their own personal approach to the audition phase, and with much of the role of directing there is no one correct method of success. From advanced reading it is clear that ensuring the actor is comfortable and as relaxed as possible in the space will give the best results, ‘Even experienced actors get nervous at auditions. No one likes being graded and accessed’ (McCaffery, 1993, Pg41). Whilst the two methods discussed above are different in terms of approach, one more casual and the other rigid in structure- they both require one thing: for the actor to be as passionate as they are about the piece. 
Once you have your chosen piece and your actors, it would make sense to move straight into rehearsal, however before entering the rehearsal stage, the director must once again take on the producers role and consider the practicalities of the stage- Peter Brook  states that ‘the earliest relationship is director/subject/designer’ (Brook, 2008, Pg113) and continues to explain that in an ideal world, the piece can evolve through discovery in the rehearsal room but technicalities on the time frame of set design and costume making often leads to the theatre being designed before the actual performance has had its first rehearsal.  This can be hard for a director to pull off as you can ‘spoil an actor’s performance with the wrong costume’ (Brook, 2008, Pg 114) and the original set may not meet the new feel of the piece that is discovered in rehearsal. 
To combat this Katie Mitchell suggests to hold multiple workshops with the actors before the rehearsal of the play begins- this would give ample time for the actors to explore their characters and their world, not only helping them build their performance but also help the design team see the concepts of the piece and design, accordingly and working with the actors, instead of seeming unreachable. (Mitchell, 2009, Pg103) Katie Mitchell even states:
‘In a rehearsal process you cannot change your mind all the time about your working method or the interpretation of the text. This will make the actors unstable and stop them building a performance strong enough to go in front of an audience. In a workshop you can chop and change as much as you like because you do not have to build anything durable’  
(Mitchell, 2009, Pg103)
Workshop or not once you have finalised casting then the director moves with cast and crew into the rehearsal room where they must conduct all the moving parts of the production. The general consensus seen in almost all rehearsal rooms now at the start of the development is ‘table work’ which sees actors, crew, director, all as a crew sit down and begin to read through the play.
‘First, we read through each scene as a company, going around the table and taking turns saying each other’s lines. After each scene, we would stop and have discussions about what we’d just read. We asked questions about the language, about the characters, and about the various plot elements. After we’d gone through the entire play in this fashion, we re-focused on certain sections.’ (Greater Victoria, 2018)
Each process is individual to the director, but it gives an opportunity not just to map out the cornerstones of the piece, or give actors the chance to build character understanding, or even ensure the crew are building a picture of their project, but just as important a period to bind the company as a whole together. As ever the process alters throughout each practitioners work, but the works of Stanislavski have set a roadmap for others to follow and alter themselves.

Stanislavski wrote:
‘The Director complements the authors idea’s with his own ‘ifs’ and says: if there were such relationships among the characters, if their particular habits were such and such, if they lived in such a setting and so on, how would the actor react if he were placed in these circumstances?’
(Stanislavski, 2016, Pg49-50)

Directors discovered so far such as Katie Mitchell and Mike Alfreds work tirelessly and to almost perfection in their table reading processes, but both follow in the footsteps of the Stanislavski Technique. This heavy research into character and in particular focussing on the ‘Given Circumstance’ of each scene and how the overall arc of the piece affects your character over the play’s period, discussing the ‘Given Circumstance’ turns into breaking down the piece into the seven questions- answering the who, what, why, when and going deeper into wants and desires, It is expected that once you understand these questions, you will be able to see how your character would react in different circumstances and you ‘will inevitably have a greater understanding of their character and their personal acting technique.’ (New York Film Academy, 2015)  
Dramatists such as Ivana Chubbuck have taken his idea one step further- assigning every piece, scene, and line with the character’s objective versus the Given Circumstance the character is in. Circumstance is what brings a scene to life; ‘time of day or what the characters have been doing immediately before the action begins can alter tempo, temperature and tone of the entire scene, and make the scene suddenly spring to life.’ (Mitchell, 2009, Pg35) Stella Adler was a pioneer in promoting the given circumstance in the rehearsal room- she believed it was better to become the character ‘rather than a fixation on your own experiences and inner life’. (Ayad, 2020) Stella Adler developed a thorough technique exploring your character, not only playing the emotion in the scene but realising what that emotion is doing to the scene, how is it changing the tone? How is it affecting the other characters? Is this what my character wanted? Or just more importantly ‘the power of the imagination’ (Stella Adler Studio of Acting, n.d.)  
‘As a director or actor, first read the play and establish all the facts of the play. Then Figure out what you don’t know… Take this opportunity to use your imagination to plug gaps in between scenes- to fill in the missing links in the plot.’
(Kiley, 2016, Pg10)
This quote establishes that even with all the background work required for a piece, you will still inevitably have questions unanswered. This is where the work with the Actors can come into play, by trusting them and their work into their characters, the whole cast can start to work on the fabric of what is behind the play, who are the characters outside of the given circumstances? And how does that influence the play and it’s direction? A Director must be able to delegate, the joy of putting on a piece is to work together, not to command. ‘The paradox is that a good drama teacher does not have to have all the answers. She must accept the fact that some students will know and have experienced a great deal more than she has in some areas.’  (Morgan and Saxton, 1989, Pg160)   
Mike Leigh put all of his trust into the actors he worked with, Mark Poole sums up Mike Leighs method quite well; Stating that he starts with one-to-one improvisations with actors, creating characters based of real-life caricatures, he then brings the actors together for group improvisations, which can go on for some time- before creating a rough storyline with the scenes. Once this has finished, they start filming. (Poole, 2004) This style seems to work for Mike Leigh as it gives the actors freedom in order to create and it doesn’t follow the rigid rules of circumstance- as the actors can change the circumstances at any time. In one production:
‘During the shooting of Grown-Ups, with half the film in the can, Leigh sent the crew away for a long holiday weekend while he worked with the six actors to create the event which would succeed in galvanising the whole thing together by involving all the characters in the same traumatic experience’
(Clements, 1983, Pg 39)
Whilst this speaks of a film production instead of a stage production, it shows that an actor does not a fully rely upon the script and they can use their instinct to be able to perform and create their storylines- similar to Meisner’s technique.  The Meisner Technique ‘is marked by its characteristic reliance on the on the actor’s external world and their capacity to imagine themselves in new circumstances.’ (Actors Door Studio, 2019) The Meisner Technique uses the repetition exercise in order to create the emotions in a scene- the exercise is two actors sitting across from one another repeating the same line- this allows the actor to use their imagination in order to create circumstance with the lines and it can help establish character reaction as well. (Ates, 2019) 
The Laban technique is another great way to explore the piece physically rather than academically, Laban focusses on if the actor feels the weight, speed, direction, and flow of their lines, and how changing those lines can impact a piece. (Espeland, 2015) This can be a help in the rehearsal room for both the actor and the director, as it can take the pressure of everything having to have a reason or meaning behind it- sometimes what needs to happen in a scene can only be explained by the fact it feels right. 
There are many ways to run a rehearsal room and as a director you must find the right one to fit the style you want to produce- Mike Leighs methods, alongside complementing exercises from Laban and Meisner can produce a freedom in the rehearsal space that would be enjoyed by many actors and might motivate the actors as they would feel able to experience their own creative process. Mike Leigh even stated ‘Most acting, most of the time, isn’t motivated by anything other than the actor’s motivation. There isn’t any character motivation’ (Clements, 1983, Pg25) However, the more thorough techniques of Stanislavski, Stella Adler and Katie Mitchell would suggest that for a rehearsal to run smoothly- it easier to answer the questions before the process begins- this can avoid the situation referenced above, of Mike Leigh sending crew home as they hadn’t finished rehearsing the production. That sort of situation would be impossible for a smaller director with a limited budget or time frame, meaning planning is in the forefront of every production; ‘On Directing contains the lesson I heard most often during my interviews: prepare deeply but then prime yourself to adapt in service of true collaboration with designers or actors.’ (Kiely, 2016, Pg30). Contemporary theatre directors seem to be leaning into more time at the table before rehearsal than their predecessors such as Katie Mitchell, Mike Alfreds, Marianne Elliot, and Peter Brook.  
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‘People just don’t believe that we’re mostly in it for them, and they believe that we’re too self-distracted’ (Barnett, 2018). As a director one of the most important aspects of the role is to build a sufficient level of trust between director and the actor. Not only for the benefit of enhanced performance, but to achieve a working environment that allows actors to be brave and creative. In many situations actors will envisage before a rehearsal how a director will manage their space, and whether it will work for them. ‘An actor is going to decide in the first thirty seconds of meeting a director if this is somebody they can work with’ (Stanley, 2021). It is natural for people to create their own personal barriers and defences, and a director management is pivotal.
In reference to Frances Frei’s TED talk on Trust she points out her three components to building trust. Authentic, Rigor, Empathy. All three values have to come from truth and a genuine drive to assist the actor in their job. Mike Alfreds states ‘That good directors love – have to love -actors’ (Alfreds, Page 338) and in that he explains how his love is not for the actor personally, but more so their ability to create and flourish, and how his love for their work supports that drive. In the same breath understanding that level of relationship must be moderated ‘By all means be friendly, but it’s a mistake to believe you can be one of the cast’ (Alfreds, P315) and knowing in the role that you will have to make bold decisions for the sake of the production and image as a whole.  
Katie Mitchell sums up ‘You will not make clear work if you are too concerned about being liked’ and that your creativity will be blocked if you are concerned about the views of the cast (Mitchell, Page 119) ‘At times it is important to ‘never block an actor’s request to try something’ (Alfreds, P317) and earlier in the rehearsal periods it’s important to allow the imagination and creativity of an actor, but a director must know where the point of control belongs. Control is key throughout the rehearsal space as it can be very easy to fixate on something, thus forgetting the other parts of that days agenda. In the workshop stage, questions can be explored and anything that doesn’t work can be cut- But once you start rehearsal- ideally your decisions should be made in order to stick to the time frame as the production isn’t just about the actors on stage- It’s the entire tech team, the assistants, the producers, etc. The behind-the-scenes team would suffer as they would never be able to progress in their line of work. A director must take the entire crew into account and focus on every need- not just the need of the actors. 
Similar to a role in any level of management consistency is vital for the actors to understand what is expected from them and to trust that their work will be accepted and appreciated for what it’s worth. ‘Keep your promised and model ethical behaviour from day one’ (Dawn, 2017) will ensure that the director will remain consistent, and the language and relationships will be held professional and stable for all in the room every time they set foot in the space. If your directing style is excitable, energetic, fast flowing then must keep that energy going, if one day you become ‘The Despiser’ (Alfreds, P332) and sit behind a desk and have very little interaction or energy it will disrupt how the cast feel and work. It is of course acceptable to sit behind a desk and give less assistance and energy, relying on the actor to do the hard lines, but a director must always be consistent. 
Actors may misunderstand a new piece of direction and it is important for a director to accept responsibility when missteps happen as ‘you might give an unclear note which confuses the actor’ (Mitchell, P120) and this honesty in the room will increase the level of trust and mutual respect. A Director’s expectation on the actor’s abilities in the rehearsal space have increased massively over the last century, with the advanced techniques of practitioners such as Constantin Stanislavski (Stanslavski, 2016), Uta Hagen (Hagen, 1991) or Stella Adler (Adler, 2000) and so actors are expected to use their imagination and do much of their own work. Katie Mitchell leads much of that work herself in her process and Mike Alfreds requires an actor to have substantial understanding to pull off his philosophy- where you as an actor, individually, learn the part so well that direction isn’t needed. This requires the actor to be motivated and hardworking and brave in the space. However, this does not take work away from the director, they must be able to cast and manage with the different skill sets of the actor and not spend too much personal time on each individual but be aware of capabilities for the production to move forward.  It is a style of directing that is brave and trusting- expecting that everyone will peak and finish their roles at the same time to be able to put on the show. 
In personal experience in holding workshops with young actors it has taken three sessions to find myself at a level of enhanced mutual of respect with the majority of the group. In the first session they were at time reluctant or unsure of what was needed from them, I required them all to write down their own slogan for the acceptance of mistake making, for example ‘No one cares if I mess up’ or ‘Give into the nerves and the stress, who cares?’ and for some individuals it worked but after reviewing it may be clear I put too much focus on the word mistake. ‘Be uniform in how you give feedback’ (Mitchell, P127) stresses how all commentary on performance must be given in the right manner and a way which encourages the actor to keep exploring. I was saying that there are no mistakes in the room, and that nothing is wrong, but in future I believe I should try to express those intentions to the group without mention of the word mistake. Brian Way ‘reminded his students repeatedly that the workshop or the classroom space for drama was one in which everyone must feel they have the freedom to fail’ or as he named it a ‘no penalty zone (Prendergast and Saxon2013, Pg47) and in order to cultivate this atmosphere, there cannot be a wrong answer or a mistake. 
Referring to Frances Frei three components it was very clear within the workshop that these young actors by the third workshop understood I was there to help them and increase their skills, and even though I was using the time for my own development on analysis after, the intent in the room was a genuine and honest tone of encouragement. There were times where some young actors spoke over me, I quickly discovered ‘The Company Clown’ and ‘Teachers Pet’ as labelled by Alfreds and strove to use the same level of communication across the group, but with those labels alert. Keeping these labels in mind helped in cultivating the trust in the room as it became easier to avoid clashing- for example keeping the “teacher’s pet” and “Company clown’’ apart made the room work with less friction. By the third session the group was vocal and motivated to give their fellow peers comment and direction, the trust in the room was mutual among all for the level of respected criticism and praise.
A director must always understand their power within the room and ensure that communication and feedback is digestible for actors and creative members, as well as being decisive and getting work done within schedules. Actors by and large with their emotions of performance vulnerable will react more sensitively to how a director perceives themselves and the paradox between to much praise may lead to an interpretation that an ‘overly ingratiating director as one lacking in self-confidence’ (Alfreds, Pg314) and instead ‘replace the need to be liked with the aim of being respected’ (Mitchell, Pg119). Again, the director holds a position and job that carries the full realisation and stricture of the planned production, getting the best out of actors is vital to realising that. 
There is clear sight that a director through reckless attitude can lose respect and trust with cast and creative team members, an example of that would be in the method of work that Steven Berkoff employs:
‘Berkoff’s wrath is not confined to the actors; everyone involved in a production is subject to his scorn, even if he fragments the entire company.  Those who survive his criticism are welcomed as part of his “gang,” while those who do not make the grade are shunned.’ (Rosen, 2000)
Berkoff has achieved enormous success and is one of the most successful practitioners and directors on the global theatre scene but constructs an environment that is his way or the highway. His directorial career starting as far back as the 1970s would underline the changes in society and how not just in the rehearsal room, but in every walk of life the construction of a male dictator has diminished. But his alienation of the theatrical industry is rather unique for someone with such success ‘Berkoff is his own worst enemy. Someone who makes enemies of his peers and of the press and even at times of his public’ (Freeman, 2003). 
[bookmark: _Hlk92962292]But Berkoff succeeds and has done for years and still does to this day, in an interview as recent as 2018 he stated ‘I’m like a surgeon who is happiest when working with a very diseased body’ (Jeffries, 2018) and ‘My philosophy was that it should attack the audience within the first ten seconds’ (Ballantyne-Reid, 2013) he has his individual physical style of working, ‘Total Theatre’ which involved strenuous and well-rehearsed theatre around physicality and the importance of speech. Berkoff crafted his own style due to the fact he struggled to find directors that he wanted to work for he began constructing his own one many plays and guiding himself. ‘I wanted to excel at acting and make it so that my body became rhythm and music’ (Newe, 1998) showing again that the path to becoming a director is individual to all.
Abuse from people in power, directors and producers throughout the last century seemed to come to a head in 2017 with the ‘#MeToo’ movement (Blackburn, 2020) a term first coined in 2006 but erupted when accusations of Hollywood Producer Harvey Weinstein came to a head (Kantor & Twohey, 2017) and Kevin Spacey (Romano, 2018) who abused both men and women in his position of Artistic Director at The Bristol Old Vic. The movement gives the power to survivors to be able to speak out against gross misconduct and abuse of power and serves as a constant reminder that for theatre to keep moving in the right direction respect must be given from directors (in this case) to actors. 
The positions held by female directors is still much less in comparison to male directors and the gap according to a study by The Guardian stated in 2020 only 31% of artistic directors are women, compared with 36% in the 2012 study’ (Bakare, 2020) looking at UK stats of a period between 1982-1983 women held only 12% of the Artistic Director positions (Parish, 1983). The numbers are concerning and Polly Kemp in an interview with The Guardian on the matter stated, ‘There’s still a sense that you’re taking a risk when you go with a woman’ (Bakare, 2020) and this is discussed to be an ongoing issue that digs deep into theatre and life throughout the UK and the world. If we take the USA for example ‘Of the 14 plays and four musicals that premiered on Broadway in the 2019-2020 season, women directed three of those plays and two of those musicals’ (Fireberg, 2020) in which Fireberg points out that female directors are in abundance Off-Broadway, but still there seems to be a lack of trust in female employment. 

Leigh Silverman states:
There is just an accepted obviousness about hiring a guy to direct a show, whereas a woman has tp prove herself in a different way. It’s just not. Certainly Off-Broadway has changed a huge amount, but the closer you get to the money the fewer the women. (Marty,2019, Pg207/208)

The issue is plain to see and will only ever change through mutual respect in the theatre by following the methods of directors such as Katie Mitchell or Mike Alfreds that ensure actors and individuals within the cast are dealt with on performance and work ethic. The landscape for a female director shows that the path to the top is more treacherous than that of the male director, and in a position of authority whether it be male or female the director must act fairly.

‘I have spent a lot of energy and effort advocating for women to be hired on my shows and I have fought to have diversity behind the scenes and on the stage. It is just better for our theatrical ecosystem when we work towards gender parity and strive for diversity at every level.’ (Marty, 2019, Pg208)

Berkoff pushes his actors, Jerzy Grotwoski (Wiegand, 2019) another example of a physical based director and practitioner to the limit with their practical based styles. Another part of the actors journey through rehearsal is understanding their mental health and the way particular exercises can affect certain individuals in separate ways. Actors in particular summed up here by Catherine Love:

‘Actors are expected to expose themselves emotionally, often with little regard for how it affects their states of mind. At the same time, they work in a profession characterised by instability, in which self-worth often rests on their ability to get the next role.’ (Love, 2018)

Mental health on a global scale is increasing in importance and acceptance throughout the world, 'new data from the Office for National Statistics, which reveals that depression rates have doubled since the COVID-19 pandemic began’ (The Health Foundation, 2021) and so a director must be aware of the adverse issues of daily life but also weigh that up with being efficient and ensuring the world can still be completed. Certain exercises that many directors will follow namely from Stanislavski (2016) such as emotional memory may cause severe trauma to an actor, and as a facilitator a director must constantly manage what each actor goes through.
‘When you really get into character, your blood pressure goes up, your heart rate increases and your mind and body can’t differentiate between reality and acting,” said Michelle Sherman, PhD, professor in the University of Minnesota Medical School’s Department of Family Medicine and Community Health. “Your body goes through this emotional experience in intense ways, and that’s hard to just turn off.’ (Vitands, 2021) 
Every single actor will have a different process and the level of experience in an individual wont always highlight whether or not they will deal with situations well or not. It is important that you can manage actors workloads and create the division between the personal life and within the rehearsal room.
‘The actor who starts to cry as they talk about the role or who offers an inappropriate and lengthy parallel between their own life and the characters life is a cause for concern.’ (Mitchell, 2009, Pg100)
Dr Michell Sherman has been acting as a Health Behavioural Consultant (Vitands, 2019) within the rehearsal room with a theatre group and discussed at length the importance of the certain issues that ran through the work being done. It gave a point of contact for an actor to discuss issues but also opened the floor to tackle the themes head on. For instance, if directing a production of ‘The Crucible’ (Miller, 2000) there would be certain issues of alienation and deformation of religion. In a production of ‘Relocated’ (Neilson, 2019) there are issues of blackmailing, pornography, and mental abuse. An actor will naturally (or should) understand the themes a play possesses, but a director should also be prepared for the difficult moments and prepare as well as use all services available.
It is vital to understand that the directors role continues throughout the rehearsal period and into dress rehearsal and technical rehearsals where communication with the creative team becomes more important to the overall vision. ‘It is possible to plan the final stages of the production at the beginning of the rehearsals so that everyone concerned knows what deadlines they have to meet’ (Griffiths, 1992, Pg28) being organised from the very first meeting will ensure that as the productions roles right up until the first night every department knows their place and task.

The role of the director has existed in some capacity for several thousand years and but in the last hundred years or so, the role has become more established and has rose to the absolute pinnacle of theatrical dictator, at sometimes unanswerable, before finding itself examined for their responsibilities in not just the performance but all the individual issues of an entire company. To play God as it were with each production has been quashed by ever increasing rights and values of all members. As recent as 2021 saw the cancellation of a production due to director Terry Gilliam holding views that caused discomfort with cast members.
‘The unrest is understood to have stemmed from director Gilliam’s previous comments in the press relating to trans rights, race and the #MeToo movement, which some within the Old Vic team felt to be at odds with the theatre’s culture and values’. 
(Hemley,2021)
As with all alterations with status of power it does leave directors in a precarious situation that questions if actors are now beginning to hold more power and according to Alfreds ‘Actors aren’t too good at power, they get so little practice’ (Alfreds, 2007, Pg315) and the wrestle that perhaps now more than ever directors have to earn mutual respect through clear knowledge and skill rather than scaremongering or threatening of an actor or creative member.
To define a director in a single sentence would be impossible, as the role of the director shifts in each stage of the production- as does their status. To answer the question put forwards today, we have to explore the role of the director in selecting their work to display, in auditioning for the piece, in pre-rehearsal preparation, in working in the rehearsal space and building trust, and overall, the overcoming of the day-to-day problems a director can face. ‘One of the most difficult parts of directing a play is at what stage is to make each decision. It is impossible to make general rules about this’ (Griffiths, 1992)
If we are to refer back to the opening quotation of the essay ‘What is a director? Virtually anything you want it to be’ (Alfreds, 2007, Pg315) it is important to understand what outlines a directors key step in producing a play that no path is ever the same and that is often affected by economic and social issues. Theatre is ever adapting and has done so since the times of Aristophanes and is ever affected by the environment of the world at the time, seeing rise to different individuals or directors to take centre stage.
[bookmark: _Hlk92955601]It is easy to conclude that the director holds the power in the earlier stages of development- what piece they choose to display is an advertisement for their next job. Hynter states ‘Most Directors become directors by saying ‘I am a director!’ and hoping someone will believe them.’ (Mitchell, 2009, Pg XI) Showing that when someone believes them, they must pull of a fantastic piece in order to move onto the next piece of work. Similar to most areas in life you are only as good as your last project and the construction of positive relationships and working habits are what keep a director in work and moving forward. Just having the creative arsenal with no management skills (Berkoff aside) does not certify a director to be good at the job, the job is organisation and preparation with an ability to motivate others in their job to complete the original vision.
Directing as of today is supported by various practitioners and individuals littered throughout the theatre industry that have tried to make sense of the process of producing a production. By making use of all the techniques, many mentioned beforehand the contemporary director has an array of tools that directors never had before to produce their visions, to compare that Covid 19 would derail future development of craft is foolish considering theatre has lasted thousands of years already and now stronger with the established role of the director. Big shifts will continue to change the fabric of the theatrical landscape and the job of the director whether it be mental health, or diversity, but after all ‘the actor is in the middle and the audience surrounds him (her) and there’s nothing else really.’ (Watson, 1988) as quoted by Alan Ayckbourn. 
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