The Directing Studio at Shakespeare’s Globe

19th and 20th May 2018
A Director Prepares
Preparing for a production of a play by Shakespeare
First, it will cover aspects of researching the text, the context, the world and ‘architecture’ of the play: a scoping exercise of what a director’s preparation might include. 
Second, practically examining how that research and knowledge may inform the director’s approach to, and conception of, their production, to point where a director would be in a position to have first conversations with a designer and casting director. Third, examining how, or to what extent, that research is brought into the director’s rehearsal planning and shared with the actors, and how the actors can be enabled and encouraged to use it themselves.

Learning Outcomes:

· The knowledge and ability to plan and conduct research that will practically inform a director’s vision and approach to a production.

· The knowledge and ability to conceive a coherent vision for a production and to effectively communicate that vision to creative collaborators.

· The knowledge and ability to productively introduce the director’s research into the rehearsal process and to the acting company.

Overview:

First part: first reading; first responses; preparation and research for the director prior to any meetings.
Second part: design and production ideas and how to prepare for the first meeting with the designer, casting director and other creatives.
Third part: what research and skills do you bring into the rehearsal room and how do you determine your rehearsal working patterns?
First part: 
first reading; first responses; preparation and research for the director prior to any meetings.
Three assumptions:
1. Directing Cymbeline, not a version of it – do what it says on the poster

2. No single reading: complex related choices, eg, casting of Hermione and Leontes
3. It is London, 2018, and you are you and it is a conversation with the past

Three worlds:
1. The world in which Shakespeare wrote the play

2. The world in which the play is set eg Sicily and Bohemia
3. The world in which we live.

First reading

A holy event – the last time you will receive the play as the audience will. No notes, no reading of footnotes, no prior research, no stopping.

Then make notes afterwards: possibly of two types of research – imaginative and factual.

Imaginative research
Might be: a mood board of four found images; your sketches of your ‘events’ or key moments; what are your instinctive and visceral responses to the play; why you – what do you bring from your own experience?

Write a two-line description of the play’s narrative; write a two-line description of the play’s main ideas; what is it’s super-objective, or Laban effort; record yourself telling the story of the play – what is, possibly subliminally, important to you?
Factual research
Donald Rumsfeld: list the known unknowns and unknown unknowns of your knowledge and research of the play – not necessarily to do all the research but to map out the possible research areas

Work on the actual text: reading quarto and various folio editions and making notes and comparisons, to possibly choosing an edition to edit and work from, or creating your own to work from, with a view to editing, doubling or combining parts for casting, or un-iting.

Familiarity with the language and verse eg Playing Shakespeare by John Barton; From Word to Play by Cicely Berry; Shakespeare’s advice the Players, Peter Hall
Historic context – the world in which the play was written: King James and absolute power of kings; discovery of Bermuda and colonialism; what connotations do ‘a winter’s tale’ have; what connotations do Sicily and Bohemia have; original practices and staging at the Globe and Blackfriars and what differences the theatres make; where the play sits in Shakespeare’s canon – Cymbeline, The Winter’s Tale and The Tempest being ‘late plays’ and what that means and what one can learn from all three about one of them.
Second reading of the play
Begin to ‘fold in’ your imaginative and factual research to deepen your response to the play and to generate more visceral – and/or visual – responses to the play (which might be the beginnings of materials for a meeting with a designer)

AND begin to test your ideas against the ideas and ‘internal architecture’ of the play:
eg how far apart are Sicily and Bohemia in the play and for the characters (not in reality) and who well do they know each other; what is the size and nature of the Sicilian court – or Neapolitan – and how does that affect personal relationships and ties; how big and what is the terrain of the island for there to be little contact between characters at times.
Issues thrown up by the text: has Paulina hidden Hermione for 16 years or does a statue come to life; what are the origins and nature of Prospero’s magic; what is his real relationship with Caliban and Ariel?
Ideas that affect the world of the play and those that do not: eg relationship of Hermione and Leontes or Leontes and Polixenes; Prospero and Miranda and Miranda and Ferdinand, regardless of the world in which the play is set.
Third reading of the play

A closer and closer dialogue. An evaluation of how your ideas are ‘meshing’ with the ideas and internal architecture of the play. 

Snog, marry, avoid? Is this the point at which: 
the response excites you but does not intellectually hang together with the play, or it is intellectually sound but you are not fully engaged and excited by it;

is it the point at which it is coming together so well you absolutely must share your ideas with a designer and other creatives;

or, after all this work and investment, you have to admit this approach is not working and go back to the first reading stage; 

is it a world in which Apollo’s utterances, a Bear, Time and a living statue can exist; or in which both Ariel and Caliban and Stephano and Trinculo can exist – you don’t have to solve it but you may have to acknowledge it.
Research on your world of the play
Visual references and articles around the imagined world of the play, if say it is set in the First World War or the Deep South USA, or your world is one of surveillance, or a remote planet, or a tropical island.
Second part: 
design and production ideas and how to prepare for the first meeting with the designer, casting director and other creatives

First meetings with the designers:
at what point in your process should the first meetings come;

what are your key points of contact with the play – what are your ‘non-negotiables’ and your offers;

what research materials might you take to a first meeting –

can you communicate visually as well as verbally, instinctually as well and intellectually;

are your materials stimuli towards a design rather than ideas for the design;

what questions/problems do you share;

what next and what is your envisaged process with the designer(s)?

How do you brief a casting director:

characters as qualities – adjectives and adverbs – rather than narrative descriptions, and what qualities are particular to your Paulina or Prospero;
character relationships – Hermione and Leontes – and possibly who cast first;

fantasy casting and not so fantasy casting ideas?

How do you brief voice and movement directors; fight director; choreographer; composer, and what of your research materials do you share to introduce them to the world of the play?
Third part: 
what research and skills do you bring into the rehearsal room and how do you determine your rehearsal working patterns?
What sessions do you do ‘upfront’ and what knowledge and skills do you give to the actors before working through the play?
Read-through; model and costume showing.
Selecting and editing your research to share with company and in what form: creating ‘an actor pack’ and/or planning a ‘research strategy’ to share the essential background information with the actors.

Have you asked the actors to do any pre-rehearsal research such as the four lists: facts about their character; what do you say about yourself; what do you say about others; what do others say about you? Do you share this as a company, or not?

What tools do you give to the actors?

Verse work: an introduction to the structure and possibilities of the language – iambic pentameter, cesuras, feminine endings etc;

Initial sessions with voice and movement people?

How can actors take ownership of language and skills themselves for the rehearsal process?
Other exercises; a secret you can share; a secret you cannot share; write a letter to another character but don’t show it; status games.
Other tablework such as uniting and establishing the given circumstances of each scene and the previous circumstances of the play. 
The pros and cons of doing it all upfront, or doing it scene by scene; 
giving parameters to the actors so they take responsibility for the background and language work themselves; 
advantage of breaks between rehearsals – ask the actors to do work on given circs or 4 lists, or research, scene by scene between rehearsal calls.

To what extent does investing in this time save time and explanation later in rehearsals; and to what extent does this work give a sense of purpose and structure to the whole rehearsal period; to what extent does it rob you of ‘workthrough’ time?
Working out time and workload

Director as organiser. Confidence of having a plan; you can change it, you can go off it, but at least you are making informed decisions and will rehearse Act V!
Determine the number of pages of the play and the hours of rehearsal time available;

deduct time for the readthrough and model showing;

deduct time for the research or language pre-work;

deduct time spent for fights, choreography, other skills;

deduct time for runthoughs and notes and working time between runthroughs

deduct time for coffee breaks;

Divide the remaining hours available by the number of pages in the play.

Decide how many workthroughs you wish to do; and how long per page you wish to give for each workthrough.
Template rehearsal schedule for A Play by Shakespeare at Shakespeare’s Globe
You have five weeks’ rehearsal with a maximum of 40 hours per week = 200 hours’ rehearsal time.
You have to allow for:

 4 hours for a readthrough and model showing;

3 hours at least for preparatory work on verse and the play;

9 hours for fights, choreography, circus skills etc;

6 hours for staggerthroughs;

13 hours for coffee breaks (15 minutes for each 3 hour call, none for a two-hour call);

15 hours – five hours each – for 3 runthoughs followed by notes or work as necessary

You therefore have 150 hours workthough time.
The Penguin edition text of The Tempest is 75 pages long;

You therefore have 2 hours per page; how do you decide how many workthroughs to have and how much time to give to each workthrough?

WEEK ONE

	
	         10-1
	          2-5
	         6-8

	Monday
	
	1-5 Readthrough and model showing
	

	Tuesday
	Text work and research
	
	

	Wednesday
	
	
	

	Thursday
	
	
	

	Friday
	
	
	

	Saturday
	
	
	


Total hours 40


Workthrough hours 32

WEEK TWO

	
	         10-1
	          2-5
	         6-8

	Monday
	
	
	

	Tuesday
	Staggerthrough First half
	
	

	Wednesday
	
	
	

	Thursday
	
	
	

	Friday
	Fight call
	Fight call
	

	Saturday
	
	
	


Total hours 40


Workthrough hours 30

WEEK THREE

	
	         10-1
	          2-5
	         6-8

	Monday
	
	
	

	Tuesday
	Staggerthrough

Second half
	
	

	Wednesday
	
	
	

	Thursday
	
	
	

	Friday
	
	
	

	Saturday
	
	
	


Total hours 40


Workthrough hours 36

WEEK FOUR

	
	         10-1
	          2-5
	         6-8

	Monday
	
	
	

	Tuesday
	
	
	

	Wednesday
	
	
	

	Thursday
	
	
	

	Friday
	
	
	

	Saturday
	
	
	


Total hours 40


Workthrough hours 37

WEEK FIVE

	
	         10-1
	          2-5
	         6-8

	Monday
	
	Fight call
	

	Tuesday
	
	
	

	Wednesday
	
	Runthrough
	Notes

	Thursday
	11-1 Work as necessary
	Runthorugh
	Notes

	Friday
	Runthrough
	2-4 Notes
	

	Saturday
	Runthrough
	
	


Total hours 40


Workthrough hours 15

Using the template rehearsal grid decide how many pre-work sessions; how many skills sessions; and how many runthroughs and note sessions you want. Then decide how many workthroughs and what rates you wish those workthroughs to be.

Rob Swain
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