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Using various theatre directors from the past and the present to understand what stage directing is today and where I find myself within that industry.

In this essay I will be exploring a wide range of different directors and practitioners that have influenced the directing industry, as well as exploring new up-and-coming directors that are now shaping theatre to fit the world we live in today. By exploring directors from the past and the present I hope to gain more knowledge within the field whilst also understanding my role as a director. Throughout the module I will continue to explore various techniques and exercises influenced by other directors to begin understanding what works for me and what does not as I start to shape my own personal take on directing. A wide range of resources will be consulted to find my discoveries throughout the essay. 
	StageMilk (Team, 2017) states that a director oversees the creative aspect of a production whilst also being the biggest communicator in the rehearsal process:
A theatre director is in charge of the creative vision of a theatre production. Their goal is to bring out the best performance from the actors and tell the story of the play in a compelling way. They also oversee creative choices on stage such as costume, design, lighting and sound—although these decisions are made in conjunction with the other creatives involved. Theatre, at its very best, is a collaborative process and a theatre director will put together a great team to support their vision.
A good director has various skills such as organisational skills, good time management and good communication in order to fulfil the role, especially as they work with and coordinate various departments to create their vision. 
The theatre industry is continuously adapting and evolving. The industry now is very active and busy but was once restricted in 1737 by prime minister Robert Walpole as he raised concerns that some theatre productions were undermining him and the authority of the government, in response to which he only allowed ‘Drury Lane’ and ‘Covent Garden’ theatres to produce plays, and each script had to be reviewed before any performance was permitted (V&A · The story of theatre, n.d.). Luckily due to the Theatre Regulation Act in 1843, other theatres were finally allowed to present their own plays (Theatres Act 1843 - The Art and Popular Culture Encyclopedia, n.d.) as long as they were “fitting for the preservation of good manners, decorum or of the public peace so to do”. However, stage censorship remained in place until 1968 when it was finally abolished, which gave theatres more freedom to be creative (Tripney, 2018).
Creativity and expression are very important factors in theatre as they allow us to tell the stories that are important to our communities, regardless of how challenging those plays can be. As Stuart Slade once said, theatre is a “safe place where you can think the unthinkable, say the unsayable and tell the stories that you wouldn’t otherwise dare to.” (Thompson, 2017). Theatre can teach audiences about society itself; it shows real-life scenarios in a box and as states in this article by International College of Musical Theatre (ICMT, 2016) that theatre itself ‘can be a tool used to educate people about their current conditions’.
Many directors such as Lynette Linton and Michael Longhurst are strong advocates for putting on plays that represent our world today. Linton fights for theatre to be more inclusive and multicultural and to provide a platform for creatives to be in a safe space in the Bush Theatre, West London. Longhurst speaks strongly about keeping theatre relevant to reflect in the societies we currently live in (Clapp, 2019). Being inclusive and keeping theatre’s topics relevant is something I am keen to uphold in the future as, just like Linton and Longhurst, I believe theatre should be a safe space for all where we aim to inform our audience about the current happenings in our world. 
Although theatre is now more inclusive that it has been, controversy still exists in the industry as seen in this article by Inews where it states that director Terry Gilliam was cancelled by The Old Vic theatre in London due to making their staff feel uneasy as he has previously said some controversial comments about the #MeToo movement, race and trans rights in recent years (Sherwin, 2021). Here are a few examples of his comments from the past: 
“I no longer want to be a white male, I don’t want to be blamed for everything wrong in the world: I tell the world now I’m a black lesbian.”
“I don’t like the term black or white. I’m now referring to myself as a melanin-light male. I can’t stand the simplistic, tribalistic behaviour that we’re going through at the moment.”
“My name is Loretta and I’m a BLT, a black lesbian in transition.”
	These were his own words when he was challenged that white men are ‘born with certain privileges that, too often, they exploit’ to which he responded with the comments above, clearly mocking race and gender (Tiernan, 2021). He has also said that the #MeToo movement is a ‘witch hunt’ and that some of Harvey Weinstein’s victims are ‘adults who made choices’ (Harvey Weinstein is a former movie producer who is currently facing trial on criminal sexual assault with over 80 allegations of sexual misconduct against him) (Helmore, 2020). All of the comments above demonstrate how much he does now know or understand about the topics of race, consent and today’s society as he seems to have such an old-fashioned view of it all which may mean he is not au fait with today’s theatre industry and inclusivity in general. Comments made by Gilliam are not acceptable in today’s theatre and made the staff of the Old Vic feel uncomfortable.
	In a recent interview with GBNews, Andrew Doyle commented “I don’t mind it when these things happen, I obviously disapprove but the more these things happen the more people will realise there is a problem, in the industry generally” whilst he spoke highly of Terry Gilliam, expressing his views on The Old Vic stating that they have ‘lost the plot’ because he believes Gilliam’s views do not represent or reflect on the production of Into the Woods but on him as a person (GBNews, 2021, 00:39). Many think that Doyle is correct in his assertation that Gilliam’s personal views do not reflect the creative work he produces or himself as a director, however I believe, as Linton does, that a director’s role is to make everyone feel welcome and comfortable in a rehearsal room, making it a safe space for everyone.
	As stated by the Oxford Dictionary (Echenique, 2021), a safe space is considered a:
place or environment in which a person or category of people can feel confident that they will not be exposed to discrimination, criticism, harassment, or any other emotional or physical harm.
 A safe space will be different for everyone, but a safe space for me is a place where every member of that room feels as though they have a voice, as though they belong and feel valued by every other member. “People are social. In order to feel fulfilled, we need to feel listened to, understood, and accepted.” – without that acceptance, there is already a mistrust within the space and that instantly imbalances the status of everyone in the room that should be a ‘team’ in order to create the best production possible. However, without that acceptance and trust to begin with, I do not believe it is possible to create a good production or possible even put one on at all as we have already seen with The Old Vic feeling the need to cancel Terry Gilliam’s production Into The Woods.
	In a recent interview with Jennifer Lunn, a writer, director and producer, I asked her how she would define a safe space and how she goes about creating that space (Lunn, 2021) to which she answered:
No matter how hard it can be, for example I once had someone tell me they were unhappy with how I worked and some other company members got defensive over me however, you have to let it happen for everyone to speak their truth. I would set aside a time, either daily or an hour at the end of a week and I would make it known that we would have ‘circle time’ or ‘check in’ at a specific time each week and just let them talk, that is their time, and everyone needs to respect that. As long as you make it known that they can come to you, that is all that matters and if you feel as if it is too heavy to handle then you may need to bring in a drama therapist. But most importantly at the start of the process, ask all members of the company how they would define a safe space and go from there, as it is different for everyone.
That interview with Lunn taught me that creating these safe spaces may have an impact on you as a director if a member of the company was to openly raise issues about your work ethic which may be a shock but as Lunn said, you have to let it happen and at least then you can work together to address certain situations that will soon uplift everyone’s spirit. Having an overall understanding of a safe space is important, and then you can work with each company to create their personal safe space, as my interpretation may differ to someone else’s. After looking at Rehearsal Brave and Safe Spaces by The Chicago inclusion project, (Rehearsal Brave and Safe Spaces, 2021) I saw this saying:
The difference is that as performers, we are thrown into our emotions and vulnerability to perform and in that, we need time to step away from our characters and just be present as ourselves. Then add on the pressures of daily struggles we encounter, especially on the financial front (how do we do it?!), on TOP of whatever news that breaks on a given day that may affect us deeply. We are coming into these spaces with a lot on our emotional plates.
This shows how vulnerable and emotional actors already are prior to any other issues they may face personally, therefore if they were to worry even further of how other members of the room treat them, it may well be too much for them to handle both physically and mentally. Therefore, I believe it is important that as a director I ensure my spaces are safe for everyone. Many organisations and theatres are also ensuring they do this too. The likes of the ‘Society of London Theatre’ and ‘UK Theatre’ have worked tremendously hard to ensure our industry is becoming safer, by putting in place ten different principles that are essential in the theatre industry that target issues such as bullying, harassment and discrimination. ‘Discrimination’ being those listed on the Equality Act of 2010 which include age, disability, gender reassignment, race, religion or belief, sex and sexual orientation (10 Principles - UK Theatre, 2021). Many other trade associations and unions also support these principles such as ‘Creu Cymru’, ‘Equity’, ‘Stage Directors UK’ and many more.
	The 10 Principles were originally created in response to the #MeToo movement; Creu Cymru encourage everyone to talk about these principles to ‘respect everyone’s dignity and differences, regardless of seniority’ (10 Principles for Safe and inclusive workspaces in theatre | Creu Cymru, n.d.). The #MeToo movement first came into being by Tarana Burke back in 2006 to support sexual assault survivors. However, in October 2017 the movement went viral following the news of various allegations against Harvey Weinstein surrounding sexual harassment, abuse or rape. Following this, actress Alyssa Milano posted a screenshot on Twitter quoting “if you’ve been sexually harassed or assaulted write ‘me too’ as a reply to this tweet” in order to demonstrate how big a problem this was, and within 24 hours half a million people had responded “me too” (Seales, 2018). As a result of this movement, the US crisis hotline for rape and abuse received 23% more calls in comparison to the previous year, showing how other survivors now have the confidence to speak up. However, some survivors said that the #MeToo was a trigger for them as it brought back emotions from their past. This movement encouraged many to speak up, not only about rape and sexual harassment, but unacceptable behaviour within a rehearsal room in general. As a result of this movement, there have now been a wide variety of changes and many people following the 10 principles. I agree with the 10 principles as it allows every member of the rehearsal room to follow the same rules, as well as understanding the necessity to respect each other.
	The #MeToo movement allowed many people to voice their opinions and past experiences, however this also raised many concerns within the industry that could potentially result in people losing jobs. A professor at the University of Houston, Leanne Atwater (The #MeToo Backlash, 2019) commented that she and those around her said ‘we aren’t sure this is going to go as positively as people think – there may be some fallout.’ It turns out that Atwater was correct as there was a backlash to this movement. As stated in the same source, ‘77% of men anticipated being more careful about potentially inappropriate behaviour’ which to some, it may seem as though the movement worked to raise awareness of bad behaviour, many people believe it did. However, that also comes at a cost because for example, in contrast to those 77% of men that said they would be more careful, in that same study ‘19% of men said they were reluctant to hire attractive women’. Another 21% of men said ‘they were reluctant to hire women for jobs involving close interpersonal interactions with men’ and 27% of those men also said they ‘avoided one-on-one meetings with female colleagues’ in response to the #MeToo movement. This seems to prove that Atwater was correct, this caused some trouble as women started losing jobs. Rachel Sturm too had her opinions on this backlash as she stated “When men say, ‘I’m not going to hire you, I’m not going to send you travelling. I’m going to exclude you from outings’- those are steps backwards.” 
	Although the movement raised a lot of mixed reviews and opinions, I personally, would prefer for every member of my rehearsal room to be safe regardless of sex, race or gender. Therefore, keeping yourself educated and keeping in mind the 10 principles in order to create a safe space is vital for everyone to respect each other, and as a director it will be up to me to set that tone for everyone to understand.
Understanding the room is crucial for a rehearsal process, as well as everyone in the room. The director will need to understand how to cooperate with stage manager(s), designers including costume, lighting, sound, props and set. There is a possibility there may also be an assistant director in addition to the actors. The director needs to ensure that each department understands their purpose within the production whilst also remaining professional and respectful in order to set the tone of the whole process. Without that professionalism, there is a risk that the whole company will crumble. StageMilk (Team, 2017) states that a director:
As the head of the production, they lead by example how cast and creatives conduct themselves. If they behave unprofessionally, or show indifference, it can affect the mood and performance of the entire company.
Everyone will be dependent upon the director throughout the process of the production, therefore it is crucial that they remain focused, otherwise it can ruin the whole company. Trust is required in order to create a good team at the beginning of the rehearsal process. Building the team can mean holding auditions and interviews or there may already be a good network of creatives on hand. Depending on the weight of a production, the creative team may be very minimal or may have various roles including a movement choreographer, videographer, vocal coach and so on.
	In the context of a studio theatre production for example, in a smaller and more intimate performance space a small team is all that is likely to be required. A studio production could be in any building that is adapted by using curtains/lighting/set and so on (Your performance space - Using the space - GCSE Drama Revision - BBC Bitesize, 2021). Therefore, the creative team for this process would usually be just the director, a stage manager and a designer (could possibly be more than one depending on the set design) that will oversee set and costume. A tech crew would also be needed, including a lighting designer, a sound designer and finally, of course, the actors. Casting the right actors is important because unlike television or radio, actors for stage are needed for longer periods of time including the rehearsal period as well as the production itself. On television, they can turn up on the day having already done their work and scenes but with theatre there is the overall script, the learning of the script, blocking, character development and relationships with the rest of the cast/ensemble. Working in theatre involves weeks or months of preparation, therefore casting a ‘wrong’ actor that may be unprofessional, unreliable or hard to work with can ruin your directing process as well as the relationships within the company. Talented actors are great of course but if they cannot undertake the rehearsal process that is planned, it is impossible to have a good outcome. Katie Mitchell’s handbook The Director’s Craft (Mitchell, 2010) has various useful tips on how to cast actors, one of them being:
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, meaning that the actors who want to work in your process will be caught in the crossfire.
Casting actors who work with the director’s process is vital, otherwise there is no cooperation between the director and the actors which already means your process is failing. For example Two Faces by Manon Steffan Ros (Steffan Ros, 2016), is a play about how the internet gives individuals a chance to make the best of themselves by posting nice selfies, clever comments and having thousands of online friends but also knowing how much truth is behind the internet, and how many lies people tell. The characters in this play are challenged to play two sides of themselves, the one they portray to the internet and the one they portray at home. Therefore, as a director I would love to heighten the differences and actively play with status, in that I would want my actors to be super imaginative by exploring what the ‘two sides’ of these characters could be, that could mean to be quite literal or to be as adventurous and weird as possible. However, if an actor I cast is not willing to explore and they want to only follow their first initial instinct without having tried to experiment with the different levels, personalities and possibilities of these characters, it would not work. As a director I often like to explore, as from exploration comes the most unique work, therefore if an actor is not going to undertake that process, it instantly imbalances our relationship as well as the energy of the room. 
	Not only does this feed bad energy in the room, but it can also be damaging to you as a director in years to come. Working with an actor and continuing to push forwards in the hope that it will work out despite no trust or teamwork is a huge risk to take. If the actor then delivers a bad performance during the shows, it will be visible to the audience as there will be a difference of presence on the stage; those who do work well in accordance with the director’s process and those who do not. With that visible bad performance, it may feed back to the director’s reputation. Audiences will start to question the director’s capability to direct when they wonder who is to blame. Turney believed that an actor in ‘Kvetch’ in The King’s Head Theatre seemed to be an off one out and was miscast in a cast of only five as his performance did not meet the standard of other actors and she poses the question:
But whose fault is this – is it the acting or the direction? Without sitting in on a play from casting through rehearsals to performance it's hard to know for sure, but I lean towards laying blame at the director's door; surely he or she can see that one of the cast is struggling? Should they not then either re-cast or work to coax a subtler performance from this actor? If the director cannot do this, then either the actor should never have been cast, or the director is not equipped to draw a good performance from the whole ensemble (Turney, 2011).
A comment like this clearly shows the importance of casting as it can affect the director’s reputation which may result in fewer job offers and so on, simply because an actor has been cast that cannot work well with either the director or other cast members. 
	The same principal applies to the crew when thinking about who can work well alongside the director and every other member of the company although this does not affect the process as much because a director’s relationship to their actors is far more intimate as they work to find the best techniques to deliver a character’s true purpose and intentions. Of course, it all depends on the director; some directors are very active and present in the room, whereas others like to sit back and let the actors do the work by simply telling them what to do. 
	Throughout my research I have found various directors that I enjoy learning about, one of them being Emma Rice and, like Rice, we both have acting experiences prior to becoming directors. In an article about directing (Price, 2019) by Jason Price we learn that:
For Rice, there is a clear division between those directors who have classically trained as actors and those that have not. She clarifies that she has no opinion on what makes a better director, it is simply a distinction in background influences and experiences that the individual may choose to draw upon. Having acted for a decade, a decade of what Rice describes as, “self-development”, followed.
Having a background in acting can benefit a director as they will have already explored various practitioners, directors and techniques beforehand. Having those experiences as an actor myself, not only was I learning about various practitioners, I was also learning by being directed. Recently I have worked with directors such as Shane Nickels, David Mercatali, Francois Pandolfo and many more however these four all inspired me in different ways. Shane Nickels always tackled the feeling of a play, by focusing on the ‘five senses’ including sight, touch, smell, sound and taste. This technique is fantastic to bring out the truth in that feeling of a play, as said in Acting Magazine (Tannenbaum, 2019):
Sense memory is an acting technique whereby the actor recalls the physical sensations surrounding a personal, emotional experience and uses those sensations to help trigger truthful emotional responses in their characters.
Taking that feeling from previous real-life scenarios can make it easier for the actor as they will have experienced those emotions in the past, allowing them to understand how their character should feel at that present time. As an actor I love this technique as it is a familiar feeling, making those emotions more authentic to the character. Having that understanding of the emotion beforehand gives you more time to embody those feelings and how they may change your body language or your speech as you will have been through this before. However, Joan Stephens does not think actors should completely rely on their past life experiences as mentioned in an article by Backstage (Horwitz, 2009):
I believe that sense memory is a preparation technique, not a technique to use during performance, when the focus should be on the character's life, not the actor's. An actor has to do the homework, trust it, and then let the performance happen!
I believe that Stephens’ argument is very valid as perhaps this technique can prevent an actors’ process exploring their character as they may be too reliant on emotional memory, resulting in a very vague understanding of the character itself, which could possible become harmful to the character relationships also. Therefore, I would say instead of relying on that emotional memory completely, actors could use it as an addition to their character development work instead.
	I found that Francois Pandolfo worked a lot with improvisation as we explored a research and development piece; a lot of directors use improvisation as it has many advantages as said in this blog (Three Exercises To Improve Improvisation in Drama, 2020):
Improvisation is the best tool, if you want to achieve organic and truthful performance
It keeps the performance on its toes; in other words, it keeps the actor in moment. During improvisation, actor is more aware of the surrounds, and circumstances. Actor is not into his or her head, like thinking about the next line or action. It brings out things which actor might not have thought during the preparation. Sometimes a different perspective also comes out of improvisation which makes the scene interesting.
I have found this a great technique from both an actor and directors’ perspective. As an actor I have found, when improvising confidently that I have found new discoveries for my characters, which gives those characters more depth. I have also found it allows characters to build relationships easier when they are not restricted to a script, allowing them to be more imaginative. As a director, I often like to work on active analysis with my actors which uses a lot of improvisation. Active analysis is a technique that was secretly used by Stanislavski which was later passed on to his assistant Maria Knebel who took that technique further and is now used by many directors. This is how Sharon Carnicke (Carnicke, n.d.) defines the method:
Active Analysis turns the usual way that actors rehearse inside out. Instead of first memorizing lines, actors explore the interactive dynamics of a story by means of improvisations, called etudes. As actors test the actions and counteractions that tell the story, they come to need their lines. In short, Active Analysis paradoxically steps away from a text in order to learn it.
This method focuses on the story, and improvisation helps because when an actor speaks in a language that is more familiar to them, they gain a better understanding of the story as they take away the pressure of the script itself. By reading the scene and then improvising it, actors compare their discoveries in both versions which further allows them to find the perfect balance. Actors often want everything to be perfect in a scene, therefore improvisation gives them that freedom to explore which is always important, as it helps the development of their character and the piece itself. 
	For example, if I was to explore active analysis in ‘Two Faces’ by Manon Steffan Ros (Steffan Ros, 2016), specifically concentrating on the character Mathew, a young schoolboy who is questioning his identity and is exploring with makeup but chooses to hide it away from his rugby classmates. To start exploring the character, I would ask the actor to perform the original monologue before noting down their thoughts on the piece itself, jotting down what they like and what they feel is missing. Afterwards I would ask them to improvise the monologue using their own words. It may be possible that the actor has never had interest in makeup and could be struggling to improvise the monologue as they would be too fixated on the makeup element. Therefore, I could influence their improvisation by giving them other ideas such as body image, fashion, performing arts subjects; topics that a lot of school rugby boys tend to not speak about or may deem as unmasculine. 
This would help the actor as they would be able to improvise the feeling of hiding their fashion interests, just like Mathew does with makeup. I would then ask them to compare both monologues before asking them to re-do the original monologue but using the feeling from the improvisation that felt much more natural to them, making the monologue itself more believable.
David Mercatali is another director who I have thoroughly enjoyed working with in the past. Mercatali focuses heavily on script analysis. One method he uses frequently is ‘intentions’, a method he discovered from Katie Mitchell. Intentions is a great method to understand what is behind the text as stated by Theatre Rehearsal Techniques (Katie Mitchell: Intentions, 2016):
For example, one of Katie Mitchell’s techniques is the defining of a characters’ “INTENTIONS”. This is in its simplest form, what a character wants and who from. This, like a lot of Mitchell’s work is done before rehearsals begin as work on the script. Mitchell encourages her actors to look behind the meaning of the text and discover exactly what the character wants in that moment. Even if a character is silent, INTENTION is still there as there is a reason for the character to choose to be silent at that point. Mitchell does this to save time within rehearsals as actors can lose confidence within the part if character motivation cannot be identified, “characters motivation is the reason or purpose of their action.”
Having used the intentions method in my acting degree, it allowed me to understand why my character said what they said as their intentions changed throughout the scene. It gives you more structure within your relationships as you always know where you are wanting to head next, following those intentions. As said above ‘Even if a character is silent, INTENTION is still there as there is a reason for the character to choose to be silent at that point’ it keeps the text relevant, even if there is no dialogue given to you. By exploring intentions, you never stop working, therefore you never break out of character.
	Katie Mitchell herself is a big influence in the industry and as mentioned above, much of her work is done before rehearsals. She likes to plan thoroughly and make sure she knows the play inside out. Throughout her planning she will focus on facts, questions, what exists before the play, research, difficult questions that may arise, location, character biographies and many more. In her book The Director’s Craft (Mitchell, 2010) she concisely writes about what her process of pre-production planning throughout, giving new directors like myself a good process to follow. Mitchell throughout her career has been a huge impact in theatre, and she took influences from practitioners such as Stanislavski, Chekhov, and Dodin as seen in her interview with Royal Holloway Drama (Royal Holloway Drama, 2017, 31:39) which proves that good directors learn from other good directors, and it is all about taking those influences that you find useful but also finding your own style within that process. Although Mitchell is a one of Britain’s foremost contemporary directors, many outsiders seem to think differently as we see in a controversial article in The Guardian (Higgins, 2016) which states:
Katie Mitchell provokes strong reactions. Some think of her as a vandal, ripping apart classic texts and distorting them to her own dubious purpose. Others consider her to be the most important British director of theatre and opera at work today – indeed, among the greatest in the world.
The article poses many different opinions about Mitchell, with some saying she is ‘smashing up the classics’ whereas others such as Benedict Cumberbatch said she is a ‘real European master craftswoman: an auteur who takes risks and continually creates beautiful work’. In 2006, Mitchell directed The Seagull at the National Theatre for which she was soon labelled a ‘vandal’ as people thought she changed too much of the text, to which she replied:
To make a text written however many hundred years ago live now in a way that to a director is satisfactory – sometimes cutting can be a way of doing that or making certain dramaturgical choices. It’s not so culturally normal to do that in Britain, but it’s culturally normal in Holland or Germany.
Her response to the negative comments shows how bold she was with her choices and was able to be confident in those risks. Ultimately, she was trying to bring something new to British theatre, which a lot applauded her on doing. Mitchell to me is a perfect balance of having everything correct, but also being brave and taking risks as with no risks there is no change or excitement. 
	Taking everything into account, I have learned that theatre is always evolving just like life in itself. Having looked at various up-and-coming directors I am starting to understand how I want to hold myself as a director and keeping in mind the importance of safe spaces. Learning about the platforms given to us as directors and understanding that we can utilise those platforms to portray how we see the world and how we want to change it, just like Lynette Linton and Michael Longhurst does. Development is huge; developing yourself and keeping yourself educated with the development of inclusivity and language in theatre in order to manage your rehearsal room respectfully, is massively important. But I also learnt that you will not always have people agree with you, as mentioned by Jennifer Lunn, just because you are the director you need to be ready for the challenges and questions that may come to your attention, whilst still giving everyone a space to talk. This gives you a better understanding of your team and how to manage your rehearsal room, because as a director you will work with various different people; the way you manage your space will set the tone for the whole process therefore you will need to be professional, organised and to the point for the whole company to understand. Trust is one big thing I have taken away from this, because you need trust in your company but most importantly, trust in yourself. Without that trust, you may fail as it is up to you how you cast, how you manage the space, your team and how you guide your company throughout, if you fail, everyone does. Being bold and confident is brave, yet it is all about balance. Having a good balance of being correct but also allowing yourself to take risks, is how you are going to learn from your own accord. Finding yourself through exploring other directors’ techniques is allowed, keep experimenting, find what benefits you and what does not, as not every technique works for every director, and that is how you will find your style of directing. In ten years time, I may be a completely different director to the one I am today, but that is okay because as I said: theatre is always evolving.
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