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THEATRE THEORY IN PRACTICE 
AUGUSTO BOAL’S NEWSPAPER THEATRE: The Cave A SOLO THEATRE PIECE IN 

TWO PARTS 
 
The theorist, the theory and the context  
 
The theatre practitioner Augusto Boal is the theorist whom I have chosen as a basis 
for my solo theatre piece The Cave. After attending a Forum Theatre workshop and 
performance by Jennifer Hartley in January 2012, I felt I had been exposed to a 
completely new realm of theatre: Theatre with a clear, constructive social purpose. For 
this project, I wanted to explore the work of Boal in more depth and discover more 
about some of his other theories.   
The next stage in this process for me was research. I discovered that Augusto Boal 
developed his practice of “Theatre of the Oppressed” in Brazil of the 1960s. His 
country had been held under a repressive dictatorship for a number of years and Boal 
was creating political plays for which he was tortured and arrested. The main question 
that Boal asked himself was: “How can theatre talk about problems?” 1 And also what 
power and responsibility does the actor have on stage? As an activist he had 
encouraged civilians to revolt against the repressive authorities. When they showed up 
in front of his house with guns and weapons, ready for revolution, bidding him to join 
them, Boal didn’t want to fight. He realized that he couldn’t be telling people to do 
things that he himself would never do.2 This inspired him to find a non-violent 
alternative: using Theatre he not only made plays more interactive, allowing 
individuals to tell the actors their stories which would then be performed, even going 
as far as allowing the audience to go on stage and become actors themselves, all of his 
theatre engaged with social issues and conflicts. He leant his stage and actors as 
mirrors to society, politics and conflict. The neutrality of a stage provided the perfect 
setting for Boal to engage with these issues: everything is allowed, any boundaries can 
be tested and pushed3. Gradually, Theatre of the Oppressed evolved: an umbrella term 
for various theatre practices which Boal developed for socio-political purposes. One of 
these branches, which I decided to focus on, is Newspaper Theatre in which Boal 
exploits theatre to transform the news into performance: he provokes the audience to 
reconsider not only the reliability of the news, but also playing with the content by 
challenging the stories with improvisation, taking them out of context, or abstracting 
them. He developed his Newspaper Theatre with the Nucleus Group of the Arena 
Theatre of Sao Paulo: using a range of techniques for “transforming daily news items, 
or any non-dramatic material, into theatrical performances.”4 Out of the 10 techniques 
by which to engage with the News in Newspaper Theatre, I choose to focus my Theatre 
Theory in Practice assessment in technique “i) Concretion of the Abstract”. The idea 
behind it is that “which the news often hides in its purely abstract information is 
made concrete on the stage: torture, hunger, unemployment, etc., are shown 
concretely, using graphic images, real of symbolic.”5 The reason I decided on this 
aspect of Newspaper Theatre was because I felt it provided the opportunity to present 

                                                            
1 Jennifer Hartley, “Theatre Versus Oppression” workshop January 14, 2012. (Jennifer Hartley worked with Augusto 
Boal and then started her own company who work world‐wide)  
2 Ibid. 
3 Ibid. 
4 Boal, Theatre of the Oppressed‐ New Edition, 143. 
5 Ibid.  
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the News in a fresh, more sensitive way by putting the subjective emotions and 
feelings of the individuals’ story into the foreground, rather than just conveying facts 
in a cold, detached manner. 

 

Practical explorations and development of the solo theatre piece  

In order to create my piece within the practice “Newspaper Theatre” of August Boal, I 
started by looking at the practice in more detail. To find examples, I looked up some 
videos in which people were performing Newspaper Theatre. However, I struggled to 
locate good examples, as all of the videos only appeared to treat the news articles 
superficially. Most of the time, the actors were representing the news in a very 
different way than they were given by the original story and the message could not 
move us. I wanted to use the source I had found, in a very constructive way to 
represent the news as it was given but more sensitively and connected to the emotions 
of the people who were involved in the act. As I found the news source I wanted to 
work with, a video about the current situation in Syria, I found my stimulus, which 
created the starting point. The video which is 3 minutes long, features families and 
children who have taken refuge in caves as the violence has escalated, forcing them to 
leave their homes.  

The BBC video clip immediately grabbed me because it focused on one detail of the 
Syrian conflict. It brought up many different issues surrounding the Syrian Civil War 
in an oblique manner such as the violence, the fear, the uncertainty of what will 
happen next and also the idea that many Syrians have become refugees in their own 
country. It also gave a very personal and moving insight into the despair the conflict 
has caused amongst locals, providing us with a breadth of visual and sensory stimuli: 
The cold, darkness, clamminess, discomfort and brutality of life in a cave, waiting to 
be safe to leave.  

In order to brainstorm my solo theatre piece, I started creating a mind map in which I 
collected all my ideas connected to the stimulus and the emotions that I wanted to 
represent in the play. I needed to find an abstract idea within the news piece so that I 
could turn it into a solo theatre piece. 
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MINDMAP 

 
 

 

Using the mind-map, I began to discuss the stimuli with my peer mentor from our 
class. In trying to explain my ideas I realized that I could group my stimuli together 
into two overarching themes: Despair linked with darkness, the cold, solitude, being 
forgotten by the world but also the despair of a journalist having to report on such 
tragedies without being able to help them. The other themes it contrasted with were 
the ideas of: searching, linked with light, building fire, drinking water, sustaining 
oneself, finding hope for a better life but also the journalist’s search for stories. Thus I 
had two contrasting concepts and two characters. The flashlight became the symbol 
for the transition between the two ideas: the light became a symbol for searching and 
finding. It also practically became a very important medium because as I experimented 
with the flashlight I realized it could become my only lighting on stage. The practical 
experiments with this opened up an entire realm of shadows and projections onto the 
back wall of the performance space, as well as putting emphasis on certain actions: 
such as setting down the torch horizontally and creating a strip light when I drank 
water. Thus I had found a way by which to put the abstract idea of despair versus 
hope into a practical visual performance.  Through my practical experiments I also 
realized that I could transform the light into a fire when took a bundle of sticks and 
turned the torch upwards, creating a more yellow light: mimicking the fire that the 
people had built in the BBC video that first inspired this work. Water became equally 

My piece:"The 
Cave" stimulus: 
video: living in 

caves

moving between 
characters 

(Journaslist and 
women)

Searching... for a 
home/ for stories/ 

for hope

Flashlight "off and 
on"

‐shows the 
searching process

Repetition

Despair
‐cold

‐Darkness
‐time

‐homelessness
‐alone

"The world has 
forgotten about us"

Refugees
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important to my pieces as it developed. I felt that water was important in the news 
report because the woman emphasized the difficulty they had getting it into the cave. 
Therefore it should certainly feature within my solo theatre piece.  

Once I had structured the solo theatre piece and become comfortable with how the 
piece was shaping, I shared my performance with the rest of my theatre class. I asked 
the class to give me feedback, and as a result of this I decided to end the solo theatre 
piece by replaying the voice of the journalist once again while I would be standing on 
the stage mouthing the words. By involving this extract of the stimulus again, I 
brought my piece closer to the actual practice of August Boal which involves the news 
as a source. In addition it should make the scenario more clearly for the audience to 
let them know that I am in the role of the journalist at that moment. To make the shift 
of roles even clearer (from the role of the refugee to the role of the reporter) I decided to 
use a simple note book and pen within the solo theatre piece to makes notes during 
the reporter’s exploitation of the cave.  

With this process I added a very important sequence and notation for my piece, as I 
wanted to represent the different processes of searches. While the woman is looking 
for a home and security, the journalist is just looking for a story. To start the 
presentation I wanted to set the context of the journalist finding the story. I decided to 
project the BBC video on the back wall of the performance space, intentionally angling 
the projector from the side of the space rather than from the front-on centre of the 
stage. I liked the ‘skewed’ positioning of the screen. For me this had all sorts of subtle 
connotations about skewed reporting in the news!  

During the set up for my performance I had some technical problems with the 
projector and the sound, which Mike, our stage technician, helped me to solve. Once I 
had embedded the video file in a PowerPoint presentation, I was able to ask a friend 
from my theatre class to operate the slides at certain points during my solo theatre 
piece. This process became much smoother after a couple of run-throughs in the 
space.  

Most of my experiments during the rehearsal process involved working with light and 
shadows. I used a variety of different torches to be able to find the right kind of light. I 
wanted very clearly defined shadows, and unfortunately a conventional torch (which 
would have been more in keeping with the context of the woman in the cave) was too 
weak to carve the images fully on the back wall. After some more experimentation I 
found that a mobile phone with a torch app was idea. While experimenting with this I 
realized that when I used the torch, I needed to hold it in front of my face at an angle, 
in order to allow for my facial expressions to be enlarged and my silhouette projected 
onto the walls. I thus played and experimented with different angles in order to 
produce different shadows, magnifications and perspectives, abstracting the actions 
which were very simple but heavily symbolic. I wanted to use light and dark with the 
flashlight in order to symbolize the struggle between desperation and the search for 
hope and survival. In the second part of the solo theatre piece, I re-entered the 
performance space, but this time in the role of the journalist. I wanted to give a second 
twist to the idea of desperation and searching: How does the reporter cope with the 
atrocity of what she sees? I felt shocked by the idea of a BBC journalist simply 
observing the situation without being able to take action. I wanted them to be cold but 
also struggle with that passive role of being an observer. The reporter walks the same 
path as the woman, examining exactly the same objects, but for the reporter they have 
a completely different significance and a detachment that they will never fully perceive.  
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Analysis and evaluation of the solo theatre piece  

In the final solo theatre piece, although the projector and the sounds worked perfectly, 
I forgot to mouth one line synchronized with the woman in the video, which may have 
made my transformation into the woman in the cave less apparent. In the scene with 
the fire, I also did not lay down the light completely horizontally so it did not create the 
rehearsed effect of orange/red light. In the scene where the journalist crosses the 
stage to pick up the wood, I also did not hold the light in the right hand which meant 
that I did not cast a shadow of my silhouette onto the wall. However, apart from these 
minor slips and technicalities, the solo theatre piece played out very much to my 
expectations and in watching the video recording back I am happy that there is a good 
record of my work. I feel that I successfully conveyed the despair of living in a cave, 
the dark, dank, cold conditions and the hope which is derived from the simplest of 
objects such as water or wood. This was emphasized by the light and the shadows for 
example of the twig, magnified on the screen. By setting the performance within a dark 
space, I emulated the cave-setting which brought the audience and thus the people 
informed by the news into the “real” setting of the news piece.  By shining the light 
into the audience, multiple times, I tried to engage them and make them feel included 
in the solo theatre piece. 

The audience gave me a very positive feedback as they said that the message was very 
clear and the play with the shadow was visually very nice and powerful. Personally I 
think that I transferred the message to the people in a very positive way but I am sure 
that the fact that I decided to play the video clip again at the end was very important 
to demonstrate that the piece was not only a performance but an actually story which 
is happening in the world. This emphasized the link to Augusto Boal’s Newspaper 
Theatre and the educational and social purpose of it, even though it is quite difficult to 
make out my lip-synching with the reporter in the film. Through the use of the video, 
the audience was concerned about the gravity of this situation and received the 
message I wanted to transmit: that these are real people living in such despair. I 
wanted to make them empathize with these people, who usually are simply stories 
which are read and forgotten on the News. I think that the piece was a success in 
regard to fulfilling the aims that Augusto Boal wanted to achieve: to raise awareness 
and to inform the people. 
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  1

Artaud 
THEATRE THEORY IN PRACTICE 

 
The theorist, the theory and the context 
What attracted me to Artaud? It is the idea that the true intention of the theatre can be expressed in 
more  than words,  the entire  sentiment of  the writer/director/ actor will not be  lost  in only badly 
chosen or stumbling words. Instead the meaning is spread out between all these different elements 
of mise  en  scene  and  gesture  that make  this  theatre  so  unique  and  theoretically  impossible  to 
decipher. What heartily attracted me  the most  to  this  type of  theatre was  the  idea  that  the main 
significant factor of an Artaud performance is not situated in only the speech. It is this theory that I 
wish  to explore within my solo  theatre piece, specifically  the use of mise en scene as a  translated 
language of classical text.  
 
In his  comments on  Lucas  van den  Leyden's painting  'Loth  and his Daughters,' Artaud  gives us  a 
description that conveys the theatricality. The idea of simultaneous presence and the involvement of 
the various senses can be appreciated in the following statement:  
 

“One might,  in the crackling of  fireworks, see through the nightly explosion of stars, rockets 
and solar bombs, a sudden visual revelation, in the hallucinatory light, of the details appearing 
in relief from the nocturnal landscape. The light and image of trees, tower, mountains, houses 
remain forever  linked  in our spirit with the  idea of this ripping sound. The submission of the 
diverse aspects of  the  landscape  to  the presence of  fire  in  the sky can be best explained by 
saying that, while possessing their own light they remain yet connected to it, as a kind of slow 
echo,  as  live  points  of  reference  born  from  it  and  placed  there  to  allow  it  to  exert  its  full 
destructive power. “ (Artaud, 1978: 33,34) 

 
The description above indicates a relationship between the sight of the fireworks, the totality of the 
landscape, and the different senses. A simultaneous presence of these elements forms relations of 
meaning that are purely theatrical. 
 
I want to explore the idea of Artaud’s use of mise en scene, the amalgamation of the bombarding of 
all  the senses,  to bring over a sentiment  that  is barely  there. Artaud wanted  the audience  to give 
everything to that which  is non‐existent and  intangible, and give nothing  to that which  is real and 
touchable.  Basically, he wanted every classical text to be translated and rebooted into a version of 
theatre  that was almost entirely expressed  in various sequences of gestures, noises,  lights, music, 
objects and words. From this a kind of theatrical symbolism was given to these various elements and 
used  to portray  the  sentiment. His  aim was, not  to  express  a  sentiment, which he  felt was non‐ 
existent  if  expressed,  however  express  the  ideas  of  the metaphysical  (magic,  dreams,  thoughts, 
notions) to be manifested into the true sentiment in the minds of the audience members. 
 
 It is the combination of these two factors that I plan on utilising for my solo theatre piece, using the 
combination of mise en  scene  to  indicate  levels of  relationship between gestures, objects, music, 
sounds,  lights and words  in order to express the metaphysical  ideas that echos  in the mind of the 
audience.  
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Practical explorations and development of the solo theatre piece 
I chose the very last scene from ‘Waiting for Godot’ by Samuel Beckett as the material I wanted to 
transform using Artaud’s  influence  for my solo  theatre piece.    I  felt  it combined a good variety of 
elements‐ especially when it came to the metaphysical content of the piece. The general theme and 
concept that many have agreed on when reading Waiting for Godot is this theme of existentialism in 
the way  that  there  are  two  figures,  that  are  continuously waiting  for  a  figure, Godot,  that never 
shows up, only sending them vague messages of his return to their lives.  
 
During our experimentation process I decided that the best way to go ahead with this performance 
process was  first  to  thoroughly understand and analyze  the scene  that  I was planning  to perform. 
The  final scene  in the text  includes various examples of the use of objects that  I would be able to 
utilize in the context of performing an Artaud‐style theatre piece, and also the fact that the play has 
many comedic elements that I felt would cause an interesting juxtaposition in the way that I would 
be able to contrast the comedic elements with an eerie and almost hysterical atmosphere. I read the 
last  scene  several  times and  then went online  to watch a  few different  renditions of  ‘waiting  for 
godot’ by different theatre companies, and saw how the last scene was cinematically choreographed 
within movie renditions of the play.  
 
These were:  
 
http://www.youtube.com/watch?v=k82Pz_kHuPk 
http://www.youtube.com/watch?v=BMz1‐Kgz_DI 
http://www.youtube.com/watch?v=evTE18YolSY 
(all the websites accessed 01/2014) 
 
What  I decided  I would  focus on, when  it  came  to  relating  the  last  scene with Artaud’s  theories 
about mise‐en‐scene,  language and  the expression of  the metaphysical elements; was  the use of 
objects  as  a  kind  of  language with which  to  be  able  to  express  the  complex  ideas  of  the  text. 
Although Artaud’s ideas contend to the fact that all elements of mise en scene‐including the use of 
light, liminal time, sound, gesture and noise, I decided that to accentuate certain areas of the theatre 
piece I would mainly focus on two of these elements that are easier to control and work with, with 
what I had available.  
 
When I had decided on this, I began to experiment with movement and objects as a combination to 
get  things  running. Relating  to  the  theory of Artaud,  I  tried  to  eliminate  any unnecessary use of 
language and dialogue within the piece. In fact, I began to play with the movement and ideology of 
the piece without any  language whatsoever.I  thought about  the objects  that were described and 
have been used within the last scene, and found that possibly the most profound was the use of the 
tree, the belt, and the hat. Using these three objects I began to play around with the movement.  
 
At  first  the movement didn’t  feel  like  a  correct  representation of  the  theory, because  it  seemed 
more  like a piece of mime, which  is not  in keeping with Artaud’s  ideas. The  idea was to express an 
un‐manifested metaphysical power over the audience, to be able to strip them from the confines of 
real life and make them feel uncomfortable as an audience member. I set this as an aim. I began to 
move, not as a representation of what was imaginarily happening around me, but as the ideas would 
move me  in certain ways. The tree, which was represented by a music stand with metal segments, 
became the main point of interest in the piece. 
 
The  tree was  then used as a  symbol of  life and every other object used  in  the  theatre piece was 
almost measured against it. The use of the hat being put on the ‘tree’ was, I felt, very effective as the 
hat encompassed so many of  the associations and elements of  the  ideas of home and protection. 
After experimenting with the tree the decision was made that I would stamp, almost ritualistically, 
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around  the  tree; and  really get up  close and personal with  it  in a way  that would  show a certain 
intimacy with  it.  I  then went  right up  to  an  audience member  to put  the hat on  them  and  then 
compare the way the hat would look on a human and the tree; obviously deciding that the hat was 
better on  the  tree.  I did  this because  I  felt  that  it encompassed  the  idea of  the  tree,  the  thought 
process behind the figure. This related back to the theory of Artaud very well  I thought, because  I 
found  that what became most  important within  the  theatre piece was not  the movement or  the 
communicative dialogue, but the  idea  laid forth by use of the  ‘tree’ and the movement associated 
with the tree.  I tried to move as slowly as possible, for the audience to be able to understand the 
importance of the tree as a thought and an idea.  
 
Whilst playing with the object of the belt, and relating this to the final scene of ‘Waiting for Godot’ 
where in the figures attempt to commit suicide but find that the belt was not strong enough, I found 
that what would  truly  encompass  the  ideas  of  the  theory would  be  to  lie  down  after  trying  to 
commit suicide and stay very still with a blank  look  just staring at  the audience, and  then start  to 
laugh hysterically  and uncomfortably.  I  found  that  through  this  I would be  able  to  gain  a  certain 
reaction from the audience, a feeling of discomfort that would echo on  later as an  incredibly eerie 
idea.  I  felt  that  this  related well with  Artaud’s  ideas,  seeing  as  the  audience  discomfort was  an 
important idea within the theory, and I found that this combined well with my aim to the piece. 
 
Later, after talking to my mentor, I got some really good advice about becoming even more intimate 
with the ‘tree’, such as kicking off a shoe and caressing  it with a foot, or comparing measurements 
from the audiences forearms to the measurements of the tree, the message encompassing life itself, 
also perhaps sticking an apple on to the tongs of the music stand, to show an eerie depiction of the 
tree itself, and to be able to lick the apple on the tree for a more uncomfortable experience for the 
audience.  
 
When  I had managed to use the advice and added  in the element of the apple and kicking off the 
shoe,  I noticed  that  it  looked aesthetically well‐choreographed with  the addition of kicking off  the 
shoe, where as the licking of the apple conducted a massive amount of echoing eeriness that had an 
amazing  effect.  It  added  a  dimension  of  being  incredibly  disturbing  to  the  piece which  I  found 
incredibly effective. What  I also thought was quite effective was the aftermath effect of kicking off 
the shoe, wherein  it added an extra  layer of almost comical amusement and awkwardness  to  the 
steps taken by the figure, it also denoted a certain awkwardness that I thought worked very well in 
relation to the  idea and the figures shown  in the original text.  I decided that  I would put a certain 
accentuation on to the awkward walk to try and show a deeper meaning behind it‐the unbalance of 
the object and life itself.  
 
Lighting has always been an  important  factor within  the  theories of Artaud and  so  I  tried  to also 
utilize the idea of shadow‐play within the piece. Through experimenting with the music stand, I used 
my  hands  above  the  actual metal  segments  of  the music  stand, which,  through  use  of  the  light 
coming from behind it, drew shadows into the ground. As an element of mise‐en‐scene I felt it was a 
compelling part of the piece, both an  imitation of the  ‘tree’ and encompassing movement and the 
object as well. I felt that it was this interesting amalgamation of the elements really properly related 
back  to  Artaud’s  theory  of  the  combination  of mise  en  scene  to  try  and  depict  a metaphysical 
thought or idea. 
 
The choreography of the solo theatre piece goes as thus: 
 

 I walk in, and sit down under the ‘tree’.  
 I begin to notice the tree, not as something surprising, more as a realization that the tree has 

always been there 
 I kick off my shoe and touch the tree with a bare foot.  
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 I slowly begin to play with and touch the tree, I try to become intimate with the ‘tree’  
 I try to hang myself using my belt 
 After failing to do this, I fall to the ground and laugh hysterically, very suddenly, whilst 

making eye contact with an audience member 
 I notice one of the audience members in particular 
 I put my hat on the audience member and then compare the way it looks on the audience 

member and the ‘tree’ 
 I decide I am afraid of the audience member and I return the hat to the tree 
  use the metal of the ‘tree’ to make a very eerie and echoing noise, and do this ritualistically 

for about a minute. 
 I turn and begin to walk away, still only wearing a singular shoe 
 I remember my belt, still hanging on the tree, and return back, take it, fling it over my 

shoulder, and limp away. 
 
I  feel  that  specifically, what  is  important  to  the  piece,  is  the  fact  that  the  objects  in  themselves 
symbolize such a wide array of emotions, notions, theories, philosophies and pure thoughts. I want 
the piece to truly represent a deep love and amazement at the tree, which roots itself in the original 
line of  the  text which  is  ‘The  tree  is  the only  thing  left alive’.   The  tree became a  symbol of  the 
thought and un‐manifested motif of life. The apple became a surreal and eery representation of the 
tree, which  I felt was  important because Artaud’s work  is categorically known as quite surrealist  in 
itself and  its aesthetic composition. The hat became a form of trust and protection. The fact that  I 
decided on the tree is both reflective of the text and of its own theory. After waiting for ‘Godot’ for 
so  long,  the  tree  becomes  the  true  and  consistent  companion, whereas  real  life‐denoted  by  the 
audience member,  is rejected, although considered. The curiosity and comedic factors of Beckett’s 
play are injected into the solo theatre piece through the use of the kicked off boot and the failed and 
hysterical suicide attempt. The fact that at the end, I go back for the belt, but not the hat, shows a 
kind of final commitment to the ‘tree’, to that element of surrealist life.  
 
Analysis and evaluation of the solo theatre piece  
After having performed the piece, I feel that, in the most part, the aim of the piece was reached in 
the  sense  that  the  audience ended up  feeling  a modicum of discomfort whilst watching  the  solo 
theatre piece,  and  that  I was  able  to  put  a  certain  accentuation on  the meaning  and  symbolism 
behind  the  use  of  objects  and  other  aspects  of  the  mise  en  scene.  I  feel  that  I  was  able  to 
communicate this so called ‘language’ made up of the motifs and symbols that were the objects, the 
lighting,  the  gesture  and  the  overall  resemblance  of  the  ideology  behind  the  scene,  which  I 
personally felt was important to the solo theatre piece.  
 
I  believe  that  the way  in which  space was  used  creatively  involving  the  audience was  incredibly 
important to the outcome of the theatre piece.  Instead of performing the piece on stage, where a 
veritable  amount  of  space  would  be  implied  between  actor  and  audience,  both  emotional  and 
physical. I wanted to remove all of that space so that the audience would be forced into a situation 
where  they would not be able  to distance  themselves  from  the content of  the piece, or  from  the 
physical or mental  connection with  it.  The  space  that  I  chose,  as  aforementioned, was  the  small 
hallway where in I set up the singular spot light to be able to cast shadows over the floor and walls. I 
felt that this worked incredibly well apart from the fact that it was more difficult to be able to have 
constant  access  to  the  audience,  especially  the  section where  in  I  use  an  audience member  to 
compare to the ‘tree’.  
 
I would state that one of the perhaps weaker aspects of my theatre piece was the planned shadow‐
play, and I feel that because of this I wasn’t able to tie together as well the different elements of the 
mise en scene to show a specific relationship between them. If I were to redo this theatre piece this 
would be the pinnacle of my emphasis as the  idea of Artaud’s translation of classical text  into the 
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language of mise en scene means that the relationships and connections between each element of 
mise en scene has to be clearly identified and correlated.  
 
I  feel  that  content‐wise,  the  ideals behind  the original  text were well expressed  to  the audience. 
After  performing  the  piece many  said  that  they,  without  being  told,  would  correlate  the  piece 
directly  to Beckett’s  ‘Waiting  for Godot’,  not  only  because  of  the  use  of  hat,  belt,  and  tree,  but 
because  the  feelings  that  were  extracted  from  the  theatre  piece  were  ones  that  they  would 
correlate with feelings felt when reading the original text or watching a rendition of the original text 
‘Waiting  for Godot’.    I  believe  that  the  use  of  Artaud’s  theory  of  representation  of metaphysics 
through mise  en  scene was  a  useful  tool  in  the way  in which  I was  able  to  perform  the  piece.
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The Director’s Notebook: 

I am not sure what "The Crucible" is telling people now, but I know that its paranoid center is still 
pumping out the same darkly attractive warning that it did in the fifties. For some, the play seems to be 
about the dilemma of relying on the testimony of small children accusing adults of sexual abuse, 
something I'd not have dreamed of forty years ago. For others, it may simply be a fascination with the 
outbreak of paranoia that suffuses the play—the blind panic that, in our age, often seems to sit at the 
dim edges of consciousness. Certainly its political implications are the central issue for many people; 
the Salem interrogations turn out to be eerily exact models of those yet to come in Stalin's Russia, the 
Salem interrogations turn out to be eerily exact models of those yet to come in Stalin's Russia, 
Pinochet's Chile, Mao's China, and other regimes. (Nien Cheng, the author of "Life and Death in 
Shanghai," has told me that she could hardly believe that a non-Chinese—someone who had not 
experienced the Cultural Revolution—had written the play.) But below its concerns with justice the 
play evokes a lethal brew of illicit sexuality, fear of the supernatural, and political manipulation, a 
combination not unfamiliar these days. (Arthur Miller, The New Yorker, pgs. 5-6) Highlighted 
words—I dared myself to pick only 5 that may be central to influencing my own vision. 

 
The Crucible by Arthur Miller 
 
Why did I choose this play? 
 
After reading three different plays I decided to choose Miller’s famous text to 
explore as a director.  
 
The pros:  
 
I am from North America and although I don’t live there I feel that if I ever 
move back this play is so important and so revered. Personally, I hear it 
referenced so often I thought this would be an amazing chance to explore it. 
 
It’s a wonderful-horrible story. It’s so well written and full of tension. I felt its 
relevance is still in the here and now. Oppression and lies don’t go away. 
People are fooled and controlled and lose their name, and their lives 
because others with more power or who are manipulative can turn people 
against each other. 
 
The challenge: 
 
Looking back now that I am finished it was a challenge taking on a play that 
is so well known and complex. Also, I realized I can’t do it justice here in 20 
pages but I can try! I have to admit I saw some advantages for my peers who 
chose shorter plays but I didn’t want to turn back once I was far in. I purposely 
avoided watching any videos or movies of the play. I was too afraid to be 
influenced and lose my own vision.  Our teacher reminded us that you, the 
reader, are now our audience and may never have read this play so I have 
to remember you are here. I hope you feel me communicating my ideas to 
you. : ) 
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Special note: Please be aware that my structure includes filtering ideas slowly 
down to my two specific moments but I actually highlight these moments 
almost from the beginning to show their unique process. 
The play text, its context and the ideas represented in 
the play 
 
     The Crucible was written in the early 1950’s and many sources discuss the 
political climate and culture of the United States at that time. 
 

After the end of the Second World War (1939-1945), in which the 
United States and the Soviet Union were allies against the Germans,  
relations between the two major powers deteriorated. They 
became suspicious, and then so fearful, of each other that 
this period became known as the Cold War, even though no war 
between them was ever declared. The United States was a democracy, 
and the US government believed in capitalism, whereas the Soviet Union 
was a dictatorship, and was a communist state. In theory at least, 
in a communist state everyone shares in the wealth of the country, so that 
no one will be either very rich or very poor. Many people, both in  
England and in America, thought that this system of government would  
be fairer. (Wateryard, pg. 4) 
 
 

     Interesting that the play itself has different groups and families that have 
had long last tensions between them just like countries. Parris (the reverend) 
wants more money and power. The Putnam family wants to hold on to their 
wealth and power. There are several references to things from the past that 
the characters are angry about. Giles Corey is an excellent character who 
brings up these wrongs for the past very often. Understanding these 
relationships as characters will help me build subtext with my actors and have 
them understand that the “story” began before the first act.  Like the U.S. and 
Russia, the past permeates the script. The previous quote mentions that some 
people in America and England thought that communism might be a better 
system just like in the play the characters are new settlers in a place they too 
hope will give them better lives. I think the tension between the characters in 
Act One, scene one when the girls have been dancing in the forest and Betty 
is pretending to be in a trance is more than just about the dancing. Miller 
wisely forces people/character with past conflicts to come together. 
 
 
     There was great concern in the United States and paranoia arose in the U.S. 
government that there may be communist supporters in their country. The 
group in charge of this was called “the House Un-American Activities 
Committee, and was chaired by a senator called McCarthy.” (Wateryard, pg. 
4) Thus what many sources refer to as ‘McCarthyism’ began.  In the play, 
there are also those who clearly hold power over the lives of others, like 
McCarthy. The vestry scene in Act Two and Deputy Judge Danforth as a 
character is about those who have this kind of ultimate power. I was struck by 
how human Danforth is though and how he will do anything to get the 
answer he wants even if it’s not really the truth. That kind of witch-hunt is 
frightening; it’s frightening when people won’t say they are wrong even if it 
will cost others their lives.  
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     In 1966, Miller himself wrote an essay for The New Yorker entitled “Why I 
Wrote “The Crucible”. His distrust for McCarthy is captured in a comparison 
from a film he saw about Hitler in relation to the McCarthy: “Buzzing his 
truculent sidewalk brawler's snarl through the hairs in his nose, squinting 
through his cat's eyes and sneering like a villain, he comes across now as 
nearly comical, a self-aware performer keeping a straight face as he does his 
juicy threat-shtick.” (Miller, The New Yorker, pg. 1)  It’s alarming to read 
something like this about Hitler but it reminded me that we all are human and 
have the power to do good or evil. Proctor cheats, Abigail lies, Elizabeth is 
cold, Willard drinks too much….but Miller shows rays of lights and dark in all 
these characters. My vision needs to avoid making them into stereotypes in 
action. Proctor is also strong and fair; Abigail’s parents were killed in front of 
her and she needs love; Elizabeth knows who she is; and Willard is a toy 
controlled by others but actually shows kindness in Act Two, scene 3 by the 
way he interacts with others in the Salem jail.  But, because of religion or 
affairs (Proctor with Abigail) or withholding information (Reverend Parris knows 
his niece Abigail is guilty of dancing naked in the forest but doesn’t reveal it) 
there is paranoia in every scene: 
 
 
In any play, however trivial, there has to be a still point of moral reference against 
which to gauge the action. In our lives, in the late nineteen-forties and early 
nineteen-fifties, no such point existed anymore. The left could not look straight at the 
Soviet Union's abrogations of human rights. The anti- Communist liberals could not 
acknowledge the violations of those rights by congressional committees. The far right, 
meanwhile, was licking up all the cream. The days of "J'accuse" were gone, for 
anyone needs to feel right to declare someone else wrong. Gradually, all the old 
political and moral reality had melted like a Dalí watch. Nobody but a fanatic, it 
seemed, could really say all that he believed. (Miller, The New Yorker, pg. 2) 
 
 
 
     Miller says he “ read about the witchcraft trials in college, but it was not 
until I (he) read a book published in 1867—a two-volume, thousand-page 
study by Charles W. Upham, who was then the mayor of Salem—that I knew I 
had to write about the period. Upham had not only written a broad and 
thorough investigation of what was even then an almost lost chapter of 
Salem's past but opened up to me the details of personal relationships 
among many participants in the tragedy.” (Miller, The New Yorker, pg. 3) This 
is why Miller’s setting is perfect. I can’t recall how old I was when I first heard 
about Salem witches but I know that I have heard stories about witch hunts 
since I was very young. The very mention of Salem conjures these images in 
my mind. When I did further research about the real people and what is was 
like in the “new world” it reminded me of The Lord of The Flies by Golding and 
how any new world comes with old world problems and behaviours. The 
isolation of the characters in The Crucible is frightening. It reminds me of what 
is happening to gay people in Russia right now and how laws are being 
made to hurt them. When I read these stories in the news or hear about them 
Russia feels so far away. But it’s not. I will use the idea of isolation to develop a 
vision for setting. 
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     When Miller visited Salem in 1953 he read “a report written by the 
Reverend Samuel Parris, who was one of the chief instigators of the witch-hunt. 
‘During the examination of Elizabeth Procter, Abigail Williams and Ann 
Putnam’—the two were "afflicted" teen-age accusers, and Abigail was Parris's 
niece—‘both made offer to strike at said Procter; but when Abigail's hand 
came near, it opened, whereas it was made up into a fist before, and came 
down exceeding lightly as it drew near to said Procter, and at length, with 
open and extended fingers, touched Procter's hood very lightly. Immediately 
Abigail cried out her fingers, her fingers, her fingers burned. . . . (Miller, The 
New Yorker, pg. 3) Miller’s investigation into Salem prompted me to do some 
of my own exploration into this time and place. When I considered 
modernizing my vision and placing the setting elsewhere, like somewhere in 
the here and now like Russia, I eventually decided against it. Why? Because 
Miller has found the perfect Every Man (and Woman) time and place. It’s 
universally known. This works. The fact that he uses the truths of real people 
from that time makes us also remember that there is great truth in the play 
and I think it wilI feel relevant for any audience. I plan on putting my play on 
according to a vision of 1692 (The Crucible Synopsis at the beginning of the 
play, Miller) and to be historically suggestive.  But one bias I have is that is so 
many images I found of the play, the characters look like….well, like A Charlie 
Brown Thanksgiving or the likes. I appreciate that maybe others are being 
historically accurate so I researched if everyone dressed in purely black and 
white and they did not. “If you were wealthy, you were almost obligated to 
show it….And if you weren’t , it would not have been right to look higher 
up….Puritan grays and whites would be for the plebeians, not for wealthy 
townfolk…who would have favoured blues and yellows.” (Strauss, Salem 
Witch Hunt, pg. 66).  I feel a freedom to recreate history with colour to offset 
what is a very dark canvas of a play. 
 
Because religion and rules of Puritanism are the governing force or theocracy 
in the play it’s important for me as a director to understand this. The following 
enabled me to understand this much better. (In brackets) I have included my 
connection to the play amidst the quotes. 
 

The settlers had fled religious persecution in England, and they had a strong 
belief in the rightness of their way of life and faith which helped to sustain the    
�in the tough early years of the new colony. (Explains Proctor’s dedication to 
the land) Many children died before the age of sixteen, and average�life 
expectancy was thirty five. (Explains why Ann Putnam is so accusatory after 
losing so many children at birth) Salem was a farming community, but the 
land was difficult to farm; farmers needed to work from dawn to dusk, and it 
was hard, physical work. Summers were hot and the winters bitterly cold. 
(Miller makes several references to heat, cold, windows, light, the eerie yellow 
bird, the forest meeting between Abigail and Proctor, the girls dancing naked 
in the forest) The Revd Parris certainly needed his firewood to keep warm. 
(Parris is self-serving, lies, and wants more wealth) The way of life was strict and 
sombre; “vain enjoyment” such as dancing or reading novels was not 
permitted, and even children were discouraged from playing; they were 
expected to “walk straight, eyes slightly lowered, arms at the sides,” and not 
to speak unless spoken to.  (Explains why the girls are so afraid of breaking 
rules and dancing naked)Women were expected to be subservient to men 
(note the way Proctor speaks to Elizabeth in their first scene together). Even 
Christmas was not celebrated, and any holiday from work meant more prayer. 
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The laws of the new community were based on the Bible, and more 
specifically on the strictures of the Old Testament; there were fifteen capital 
offences, including murder, rape, adultery with a married woman, and of 
course, being a witch: “If any man or woman be a witch, that is, hath or 
consulteth with a familiar spirit, they shall be put to death.” Fornication 
(having sex with a single woman) was against the law, and was punishable by 
“enjoyning to marriage, or fine, or corporall punishment”. Not to mention the 
public shame that Proctor endures when he confesses the affair with Abigail; 
his private shame he acknowledges to Elizabeth in their first scene together. 
This small community was also subject to external stress; there was political 
uncertainty, land titles were in dispute, (as Putnam and Corey exemplify) and 
the country was not entirely safe; Native American tribes still attacked settlers 
from time to time. (Abigail saw Indians kill her parents—I can use these fears of 
devils and Indians and the unknown) 
 
And so “ a host of socially disruptive pressures were upon Salem which 
seemed to threaten a disorder beyond the power of the mind to analyze. The 
girls lifted up a cause for it all out of the morass”. (Arthur Miller)  (Wateryard, 
pg. 6 
 

 
 
An article by Jess Blumberg in The Smithsonian online helped me to 
understand the reality behind the witch trials. It coincides with my vision that I 
must not allow one dimensional characters and that I must find new ways to 
reach my audience so that they feel the fears of these characters. 
 

 In January of 1692, Reverend Parris' daughter Elizabeth, age 9, and niece 
Abigail Williams, age 11, started having "fits." They screamed, threw things, 
uttered peculiar sounds and contorted themselves into strange positions, and 
a local doctor blamed the supernatural. Another girl, Ann Putnam, age 11, 
experienced similar episodes. On February 29, under pressure from 
magistrates Jonathan Corwin and John Hathorne, the girls blamed three 
women for afflicting them: Tituba, the Parris' Caribbean slave; Sarah Good, a 
homeless beggar; and Sarah Osborne, an elderly impoverished woman. (It’s 
terrible in the play how they turn on the defenseless and weak and elderly 
include characters who were real people mentioned here as well as 
Rebecca Nurse and Giles Corey. I felt great sadness when Corey is 
announced dead but so proud of him for not giving in. I think a modern 
audience would love this character and find his self-righteousness quite funny. 
A casting consideration.) 
�All three women were brought before the local magistrates and 
interrogated for several days, starting on March 1, 1692. Osborne claimed 
innocence, as did Good. But Tituba confessed, "The Devil came to me and 
bid me serve him." She described elaborate images of black dogs, red cats, 
yellow birds and a "black man" who wanted her to sign his book. She 
admitted that she signed the book and said there were several other witches 
looking to destroy the Puritans. All three women were put in jail. (The yellow 
bird is a symbol in the play and Abigail convinces others that she sees it—it is 
like a trigger that gets all of the girls going in Act Two, scene two). (Blumberg, 
A Brief History of The Salem Witch Trials, web article) 
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To summarize, the play encompasses witchcraft, politics, religion and 
paranoia. Rich ideas and themes for any director. Yet there is a love 
story in the centre. 

 
My artistic responses, creative ideas and explorations 
of live theatre as a director 
 
HELLO TARGET AUDIENCE: 
 
The play is most suitable for students in 8th grade and up. I asked various 
teachers and this was what they thought. I also remember when I watched 
an outside group put on The Importance of Being Earnest one night at our 
school. There were two sixth graders behind me and I thought it would be 
way over their heads. But I could hear them whispering to each other during 
the performance and they actually did a better job understanding it than 
some of my peers! So I would hate to cut anyone off. There’s a few strong 
words and anger against God that might upset some people. There are 
images and references of death especially as I plan to use the symbol of the 
noose powerfully. My interpretation of the possession scene when the girls go 
wild in the vestry in Act One, scene two will be too disturbing for many young 
children. Although not the focus of the two scenes I specifically share here, I 
want the love story between Elizabeth and John Proctor to be so believable, 
and so powerful, that real loss will be felt when the two are separated, with 
Proctor heading towards his death. 
 
Two images that will inspire many elements of my production: 
 

 
Texas Lightning Sky (Source: http://www.backgrounds.cc) 

Theatre teacher support material 7

Example 3

35



	

	 7

This image inspires my artistic vision so much. When I found it I brainstormed 
(collected from various journal entries): 
 
According to The Theatre Experience (Pg. 138) a director must discover “the 
spine of a play” and “the general action that motivates the play, and the 
fundamental drama or conflict of which the script’s plot and people are the 
instruments.”  When I look at this image I see this spine. Land, anger, darkness. 
 
 
-I want THIS kind of tension in my play through believable acting and a sense 
of foreboding—it captures the essence for me: land, battles over land, lives 
lost, constant tension in the spine of the script, something’s coming, 
something’s coming….Religion, God, Nature is more powerful than 
anything—this is the way I will build tension in Act Two scenes one and two. 
They brew like storms thanks to Miller’s pacing and dramatic irony. 
 
-Act 2, scene 1 “the forbidden scene” when Proctor and Elizabeth meet (he 
wants to tell her not to play a role in sending his wife to trial but Abigail seem 
frail and delusional and wants him back)—I want the lighting to feel like this 
image….I want very little light for this scene/lanterns maybe to illuminate 
faces—Abigail in a white nightgown if scene will be so dark—will make her 
silhouette stand out. My idea for immersive theatre was inspired by 
Punchdrunk’s The Drowned Man:  A Hollywood Fable which I saw in London 
at ISTA’s TaPS. We were literally immersed into a huge old warehouse, had to 
wear masks, and the use of space was stunning. You were in it and could not 
escape. That’s how I want my audience to feel.  I was influenced by a video 
in which the director discusses the production and how theatre must make us 
feel in the here and now. I love this philosophy. 
 
http://www.youtube.com/watch?v=6ktpes0qMZ0&feature=youtu.be 
 
A second immersive performance I have seen was a version of Jesus Christ 
Superstar where the audience had to walk along trails and sand dunes to 
reach a converted warehouse space. The journey made you feel like you 
were en route to an experience, not a show and I believe this was their 
intention. I want to use this idea for the lobby before my audience enters. 
How can I make them think or feel before they enter? One stunning moment 
in this production was during Judas’ suicide when a real window was opened 
on stage allowing real sea mist to float in with a huge amount of side white 
light which is something I plan to use for making Abigail’s follower become 
part of the forest amidst shadows and side lighting. I have found a simple but 
wonderful website that explains the basic effects of lighting: 
http://www.stagelightingguide.co.uk 
 
-since I have been so inspired by a Butoh (comes from Japan according to 
people who were talking in the audience) performance that I saw at Wreck 
Beach in Vancouver by Kokoro dance I realize now how much power THE 
BACK can have. I know, never turn your back on and audience but (!) what if 
that back can tell a story? Just an idea. Once again, this was incredibly 
immersive—it took place at a beach and the performers literally came out of 
the ocean and then returned into it. It was if they were oblivious to the 
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audience. I wrote in my journal that it was like “being witness to something 
sacred, real and raw.” My friend said she thought it was bizarre but started 
crying towards the end of it. When I asked her why she said she had no idea 
and it made me think about expressionism (we studied Spring Awakening by 
Wedekind in Y1) and so I told her sometimes performances capture the 
“inside out”. Butoh is both beautiful and grotesque. I see it being one way to 
capture the scenes when the girls appear possessed in the play. 

 
There is a second image that I also credit for huge inspiration 
 

 
The Trial of George Jacobs, 1855. Library of Congress, Tompkins Harrison Matteson 
 
-I placed myself into each of these character’s positions and allowed myself 
to feel their story. We would DEFINITELY be recreating this image as a tableau 
at our first rehearsal. Rehearsals will be focused on realism but with immersive 
moments and using Butoh. 
 
-Angry men judges upper left—these are my Danforths and Hathornes—dark, 
in control, merciless, almost like a barricade (but in other parts of the play 
they too are more like the women: weak and pleading—everyone gets a turn 
at two sides in this play) 
 
- I saw Sweet Bird of Youth by Tennessee Williams and was inspired by a strong 
sense of realism. Even though I was in the front row of the audience and 
inches from the actors, they never broke the fourth wall and so it truly was a 
looking in kind of experience. Although my vision is looking for moments of 
immersion I still think the Miller’s play also needs to make us feel like the 
helpless voyeur throughout most of the play as per his original intentions. I will 
experiment with Abigail in the audience for the beginning of Act Two. 
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-the hysterical women who must be the accused are so faded and weak and 
held back—the men that support them are hurt or held or guarded—reminds 
me of Parris’ uptight inflated ego and Cheever who is like a pawn to the court 
and holds the audience’s fear—he is the scribe in the court but he is just a 
puppet in suspension like the audience will feel if all works—they will feel 
helpless—I actually want this painting to be part of my set-foreshadows 
 
-not modernizing this—story is still attainable—can’t remember exactly when 
and where but I was young I saw Into The Woods twice and once was just all 
like the fairy tale and it worked but the second one had all these cubes and 
nothing looked like it was supposed to and from this childhood memory I think 
you shouldn’t “try to fix what isn’t broken” (source unknown) 
 
-when I told my English teacher I was doing this on The Crucible she said she 
loved the play but when she saw it live she hated all the girls screaming all 
the time and it became annoying…made me think a lot about when I look at 
this image. It’s horrific but I want something else to reach my audience here 
to show the hysterics of the girls in court. BIG IDEA:  Use Butoh. Ethical issue: 
Butoh is beautiful. Reality: Probably not to your average audience member 
who is not used to it in pretty much any part of the world. Desire:  I am going 
to use it for the possession scene. It’s too good not to. Conscience: Explain its 
purpose in the programmed  
 

 
 
 
 
 
When reading sections in The Theatre Experience on directing and 
what directors do one statement that stood out for me is “since a 
production occurs through time, it is important for the director to see 
that the movement, pace and rhythm of the play are 
appropriate…One of the most common faults of directors is not 
establishing a clear rhythm in a production.” (Theatre Experience, pg. 
148). It is difficult to discuss all of my ideas here but I will focus on this 
later in regards to two specific moments. But I do need to consider this 
overall so here I include an excerpt from a chart I made for all acts and 
scenes (too long to include—sorry). 
 

Although	difficult	to	read	in	places,	The	
Boston	Public	library	has	an	incredible	
collection	of	real	documents	from	the	real	
witch	trials	and	many	names	resurface	
from	Miller’s	play.	These	were	chilling	and	
yet	again	inspired	me	to	find	ways	to	make	
my	characters	real	and	to	bring	my	
audience	into	a	world	where	they	too	will	
feel	entrapped	in	the	forest	and	world	of	
these	people.	Ann	Putnam,	Elizabeth,	
Abigial…they	are	all	here.	These	
documents	would	be	powerful	for	an	
audience	to	read	or	to	see—maybe	before	
the	play	or	as	part	of	a	set	concept.		(From	
my	journal)	Document	source:		
http://salem.lib.virginia.edu/archives/BP
L.xml	
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Act and 
scene 

Movement Pace Rhythm Other notes 

1/1 A 
bedroom 
in 
Reverend 
Samuel 
Parris’s 
house. 
Salem 
Massachu
setts, in 
the spring 
of the 
year 1692. 

Tituba exits 
hurriedly (pg 2) 
 
Tituba—huge 
transformations 
in this scene 
from taking 
care of Betty 
to begging 
Parris for 
forgiveness to 
accusing 
others like 
Sarah Good—
her movement 
will be that of 
survival in a 
sense—from 
thowing herself 
at Parris’s feet 
to when she 
rises to discuss  
the devil 
amongst 
them—
blocking 
considerations 
 
Constant 
entrances and 
exits 
 
Central focus is 
Betty in bed 
which I would 
make larger 
than life but 
stay with 
realism. 
 
The end of the 
act when Betty 
and Abigail 
become 
possessed has 
key words in 
the stage 
directions like 
“chanting” 
and 
hysterically” 
(The Crucible 
pg. 32-33) 

Frantic—
much is at 
stake! 
Who is 
guilty? 
Church is 
about to 
start. 
Rumours 
are 
abound. 
People 
want 
answers. 
And all this 
in a 
feeling like 
a kettle 
about to 
go off—so 
many rules 
about NOT 
losing it or 
being out 
of control. 
The 
audience 
needs 
release 
during 
moments 
and it is 
Proctor 
who must 
give us 
these! 
 
Violent 
electric 
moments 
when 
Betty runs 
for 
window or 
Tituba 
blames 
the devil. 
 
Scene 
with Hale 
is a slower 
pace—
everyone 

Reality of off 
stage scenes 
affect mood and 
rhythm of on 
stage action. 
 
i.e. As 3 or 4 
persons off-stage 
begin a quiet 
chant—a psalm 
or hymn” (The 
Crucible pg. 14) 
Variations when 
Betty is alone with 
Abigail and 
Mercy and it 
becomes very 
“mean girls” with 
dramatic irony as 
audience 
understands the 
girls know more 
than they let on. 
 
Almost like the 
court/vestry 
scene later this 
scene is full of 
questions, 
answers, and 
explosive 
moments. It 
moves like an 
epic court room 
drama. 
 
When Betty runs 
for the window 
which I imagine is 
the actual 4th wall 
maybe offset with 
a gobo tracing 
it’s frame on 
stage the rhythm 
should go from 
frantic to almost 
slowmo and she 
literally leaps into 
the audience but 
is caught by 
Abigail and 
Mercy—will take 
a lot of rehearsal 

Miller has such 
specific details about 
lighting and staging. I 
think he plays with 
light powerfully 
throughout the play 
not only to show the 
time of day but also 
symbolically. “The 
mood must be one 
of high mystery.” (The 
Crucible, pg. 1) 
 
When we looked at 
Commedia in Y1 we 
did a teacher led 
exercise where we 
used different 
animals to inspire 
characters. Although 
I want naturalism I 
share a few thoughts 
here on how animals 
I associate with my 
interpretation of 
different characters 
might inspire early 
stages of their 
physicality for 
rehearsal exercises: 
 
Ann: peacock 
Abigail: cat 
Betty: crab 
Proctor: wild horse 
Parris: rooster 
Rev. Hale:  show 
horse 
Tituba:  dog 
Mary:  rabbit 
Rebecca: swan 
Mercy:  bat 
 
 
Set: A large central 
bed for Betty to 
make the actor look 
even tinier and 
highlight her 
innocence. 
 
Bed is CS and on the 
SL is a sitting room 
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Parris’ 
movements 
will show 
paranoia as he 
continuously 
looks out the 
window to see 
his parish 
arriving for 
church. 
 
Idea: use 
window as a 
motif for all 
characters to 
show true 
selves as they 
look through 
into audience 
without 
breaking 4th 
wall 
 
Important: 
most 
characters 
awake all 
night—on 
edge 
 
 

turns focus 
to him and 
he 
becomes 
like a 
teacher 
with 
answers as 
he gives 
lessons. 
Where he 
goes 
heads will 
follow on 
stage. 
 
The pace 
is like a 
roller 
coaster 
with the 
final 
moments 
being the 
scariest 
part of the 
ride. 

to do this safely 
 
Prior to this scene 
I would actually 
use a large 
shadow screen 
with images of 
girls dancing with 
eerie drum beat 
which will be 
foreshadowing of 
final scene in play 
when drum is 
used as Proctor’s 
death 
approaches. At 
end of play both 
Proctor and 
Rebecca nurse 
will leave prison 
at back of 
audience and 
walk into the light 
of this screen with 
the girls dancing 
as shadows once 
again but this 
time distorted: 
Butoh. 

with piles of books 
that will attract Hale 
during his speech 
about magic. (pg. 24 
refers to book) 
Perfect props. 
 
SR is the entrance to 
the house as per 
Miller’s own stage 
images (Pg. 133) 
Sparse chairs for the 
Putnams to sit in. 
Stool beside Betty’s 
bed and washing bin 
with wash cloth. 
Furniture should 
suggest modest 
wealth. Parris aspires 
to be wealthier. 
 
Abigail should use 
various parts of the 
stage always 
following Proctor 
when he enters but 
not placing herself in 
an obvious area. 
Side glances. 
 

2/1 Five 
weeks 
later. A 
wood. 

I see it like cat 
and mouse 
and both 
Proctor and 
Abigail take 
turns with this. 
He wants her 
to save his wife 
so he is nice to 
her, 
compliments 
her, she wants 
him back, she 
almost throws 
herself on him, 
and then the 
cat and 
mouse fight 
but the cat 
(Abigail) wins. 
My staging 
would reflect 
this using the 
aisles for her 

Slow, 
sexual 
then 
violent, 
physical 
and then 
ends with 
an empty 
lingering. 
Like an 
echo. 
 
Pulsation: I 
will use 
several 
girls along 
the aisles 
who will 
blend in 
with the 
forest and 
be under 
nylon 
cloth with 

The whole scene 
has an underlying 
tension. Sexual 
tension from 
Abigail whose 
hair is down (Pg. 
65) and who 
wears a white 
night dress (Pg. 
65) and who pulls 
up her dress to 
show her leg to 
Proctor (pg. 66) 
Their dialogue is 
even, back and 
forth, like 
breathing. The 
rhythm changes 
with the stage 
direction for 
Proctor: “Seeing 
her madness 
now” (Pg. 66) 
which builds into 

Apparently this is 
known as the 
forbidden scene (!) 
and not found in all 
versions of the play. I 
read a blog about 
why people think it’s 
not in all versions and 
it seems many 
people think it makes 
it too predictable or 
will make us think less 
of Abigail. I don’t 
agree and will stick 
with the version of 
the play that I have. 
 
http://rbrenglishhono
rs.blogspot.nl/2008/1
0/act-ii-scene-ii-of-
crucible.html 
 
As a director I need 
to show they are two 
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approach to 
make the 
woods vaster. 
The impact 
alone of her 
approaching 
him from a 
distance is 
sinister. 
 
Audience must 
still be able to 
“hope” Proctor 
can save 
Elizabeth at 
onset of scene 
or scene is 
lost—note to 
self. 

an eerie 
lighting 
effect. 
They will 
echo 
Abigail in 
strange 
whispers 
and reach 
out 
towards 
the 
audience 
to extend 
her 
threats. 
They will 
be part of 
the 
rhythm. 

him being 
physically violent 
with her and him  
both terrorizing 
and promising to 
save him leaving 
him “alone, 
amazed in terror” 
(pg.70) 

sided: she loves him, 
she is not mentally 
well. He needs her, 
he hates her and he 
cares for her. I would 
highlight he is still 
attracted to her. 
 
Words from lines that 
girls hidden in woods 
in forest will echo: 
Pleading (69) 
Hypocrite (69) 
Murderous (69) 

2/2 The 
vestry of 
the Salem 
Meeting:   
House, 
two weeks 
later. 

This is a 
complex 
scene so I 
have limited 
my focus. From 
pages 100-106 
as the act 
comes to its 
finale. The 
movement 
here as the 
court spirals 
out of control 
will be based 
on 
unbelievable 
tension. In the 
vertical plane 
the audience 
sees the girls 
slowly rise, 
Judge 
Danforth up 
and out of 
control for the 
first time 
demanding 
order, Proctor, 
Francis Nurse 
and Hale also 
rising vertically 
in protest and 
in CS is Abigail, 
the conductor 
as on the 
horizontal 

From what 
I recall our 
teaching 
said 
LeCoq’s 
“the 
bomb is 
about to 
go off 
state of 
tension 
and 
disbelief 
when the 
yellow bird 
appears 
to raging 
madness. 

This section builds 
like a slow raid 
with one bomb 
going off after the 
other. You start to 
see Proctor and 
his supporters fall 
apart one by one 
as Abigail takes 
over. In the text 
alone there are 
numerous 
exclamation 
marks. My lighting 
will intensify too as 
this section takes 
place and go 
from Miller’s own 
lighting of DSL 
sunlight (pg. 134) 
to flashes of 
outside lightning 
and candles 
going out in the 
courtroom as a 
very very red sun 
filters onto the 
stage as the 
Butoh begins. I 
want it to truly 
horrify because I 
want my 
audience to feel 
the way I believe 
it once really felt. 

My focus here for this 
project is from pages 
100-106 when Mary is 
swayed to return to 
Abigail and the other 
girls. But I had a great 
idea inspired by 
“Butoh backs” to 
often place Abigial 
DSC almost at the 
very edge of the 
stage with her back 
turned to the 
audience and using 
that alone for her to 
react to Elizabeth 
and John (neither 
who are allowed to 
see each other). 
 
Set: I would literally 
use the image I 
shared earlier of 
Matteson’s The Trial 
of George Jacobs 
inspired by The Salem 
Witch Hunt. In front of 
a black scrim we see 
this painting, once 
again an 
anachronism but I 
use it to remind the 
audience of the real 
horrors involved. And 
to the characters it 
could be perceived 
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plane a Butoh 
transformation 
creates swirls 
around the 
physically high 
perched 
Judge as the 
girls swarm like 
the beginnings 
of a tornado. 
Like my image 
of the storm. 

as a visual threat. In 
front the painting CS 
is an impressive stand 
for Judge Danforth 
and his supporters. 
They would need to 
be elevated on 
platforms for some of 
the Butoh inspired 
visual scenes and 
effects for practical 
reasons. 

Please not all synopses of scenes in my first column are from The Crucible, no page 
stated in actual play. 
 
My directorial intentions and the intended impact on 
an audience 
 
In Y1 we did an exercise where we had to write a director’s message we would 
include in the program for the script we were interpreting. I really found it useful so I 
am using that format here again: 
 
I seek, foremost, to tell the story in the script and to do my best to bring Arthur 
Miller’s incredible words to life. So much of the symbolism is inherent to the 
text, props, and settings. I imagine a great number of rehearsals ahead will be 
spent on the process exploring the characters:  their subtext, thoughts, and 
motivations. 
 
I want a minimalistic set that allows the audience to be immersed in the 
action and moments. The forest was an eerie setting for the Puritans, and 
beyond Indians and animals, some also believed it was inhabited by the devil 
and I want it to encompass everything without feeling tacky like the 
Rainforest Café (which I don’t think is tacky but you get my point).  
 
The technical and lighting team will bring out the mystery and ambiance of 
the scenes in the play. Challenges will include a very realistic or stylistic 
immersive encaged feeling by making the audience feel as if they are truly in 
the woods. The upper balcony will be closed and used for sound effects and 
from where the nooses will literally “fall” on the audience in the final scene as 
Proctor walks up the aisles towards his destiny. I say aisles because the prison 
will also be immersed in the audience by taking advantage of the natural 
overhang of the balcony that covers seven rows and creates a crate feeling. 
The back wall of the theatre in that area will need to look like a realistic, cold 
prison. 
 
The costumiers’ goal will be to create a believable world of the time that was 
historically suggestive. A focus will be on costuming to convey character and 
to weave in colour to supplement this dark canvas. 
 
It’s strange to see documents from the late 1600s with the actual names of 
many of the characters. Although Miller took artistic license with the 
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backgrounds, we are reminded that much of this play is based on truth. 
Adultery and dancing really were punishable. The witch hunt was real. 
 
The Crucible has been all around since we began. Stories of bullying in our 
greater community have saddened us lately. Reports of corrupt financial 
institutions that aim to take advantage of the unknowing victim remind us 
that the Putnams are still amongst us.  And even now we see the strong 
upright finger branches of trees patiently awaiting buds. Miller extracts so 
much from the natural world.  
 
Recently my sister told me about her neighbor whose young son told him that 
he wanted to wear a dress. The parents had already taken him out of his 
regular school as they feared he would be bullied for being himself and 
placed him in a private school beyond what they could afford. The father, 
like Proctor or Corey, although human flawed and brave, held truth up as the 
strongest virtue.  He said to his son, “Heck, If you want to wear a dress I’ll get 
one for myself too and we’ll walk down the street together.”  The characters 
in the show don’t go away. They simply reinvent themselves around us. 
 
 
Beyond this: 
 
Although not highlighted in my chosen moments, I would love the challenge 
of directing a real love story between Proctor and Elizabeth. So much would 
depend on the actors and their ability to convey subtext (like in Act one, 
scene two when Elizabeth and John convey a great deal through what I 
believe is not said). The final scene would be a real challenge as they cling to 
each other. If you lose pacing, you will lose the audience here. 

 

 
My own image 

The	noose	is	a	powerful	symbol	in	
the	play	as	more	and	more	innocent	
people	are	taken	off	to	die	(Nurse).	
I	would	use	an	immersive	approach	
for	the	final	prison	scene.	The	
audience	has	been	watching	the	
action	unfold	on	stage	but	they	will	
also	be	confronted	with	what	I	call	
The	Beautiful	Past	in	the	lobby,	the	
forest	from	all	angles	including	
using	Abigial’s	followers	to	become	
the	presence	and	voice	of	this	
forest,	and	a	prison	scene	for	the	
final	act	which	will	take	place	in	the	
audience	itself.	The	back	wall	of	the	
theatre	becomes	the	prison	and	the	
balcony	above	creates	a	natural	
“roof”.	Sound	effects	(	wailing	
unmilked	cows,	wind,	nature)	will	
come	from	above	as		well	with	the	
effect	on	the	audience	that	they	are	
truly	submerged.	As	Rebecca	Nurse	
and	Proctor	go	off	to	their	final	
death	at	the	end	these	nooses	
would	fall	from	the	balcony	above	
surprising	and	submerging	the	
audience.	It	will	feel	strangely	close.	
Experiment	and	image	by	me.	
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My own image 

 

 
My own image 

 
 

In	my	opening	section	I	mentioned	that		I	do	not	
want	my	characters	to	be	conveyed	as	stereotypes.	
No	character	in	entirely	bad	or	good.	To	remind	the	
audience	of	this,	as	they	enter	the	theatre	the	lobby	
will	be	full	of	fresh	cut	beautiful	smelling	flowers	
(the	value	of	land	and	Proctor’s	dedication	to	
working	the	land	and	also	how	beautiful	it	was	to	
see	Butoh	out	in	nature	at	a	beach).	There	will	be	
piles	of	fresh	sweet	smelling	hay.		I	gathered	these	
items	from	the	concierges	and	our	prop	
department.	I	hung	the	photos	with	old	images	to	
show	the	idea.	I	found	a	few	pieces	of	hay!	Back	to	
Lightning	Storm	image	and	the	power	of	land	
which	is	something	characters	argue	about	during	
the	play	and	they	hold	old	grudges.	Some	ideas	for	
the	hung	pictures:		A	happy	Abigail	with	her	
parents,	Reverend	Hale	with	his	diploma	from	
Havard,	Abigail	and	all	over	her	friends	with	Tituba	
in	happier	times	or	Revered	Parris	with	Tituba	and	
Abigail	looking	happy.		Or	Elizabeth	and	Proctor	
with	their	sons.	I	risk	using	this	anachronism	
(photography)	to	the	time	period	as	I	think	the	
effect	is	worth	it.	(My	image)	

“Salem	people	believed	that	the	
virgin	forest	was	the	home	of	the	
Devil.	…Salem	people	thought	that	
everywhere	on	earth	God	was	
worshipped,	except	in	the	
American	forest.”	
(Wateryard,	pg.	7)	
	
	I	want	my	audience	to	feel	
immersed	in	the	dark	forest.	This	
would	be	done	by	suspending	
branches	like	the	one	you	see	on	
the	left	from	the	top	balcony	
which	looms	over	much	of	the	
audience.	They	would	also	be	set	
along	the	aisles	of	the	theatre	
intertwined	with	camouflage	
material	which	I	have	seen	in	past	
shows	at	our	school	can	look	very	
real.	These	branches	are	for	sale	
where	I	live	at	certain	times	of	the	
year	and	are	known	as	“Easter	
branches”.	They	are	inexpensive	
and	I	think	they	have	a	lot	of	
personality	and	are	ominous.	
They	would	need	to	be	well	
mounted	and	asymmetrical	to	
avoid	it	looking	really	silly.	Image	
by	me.		Special	thanks	to	my	
friend	Patty	who	suggested	I	
check	out	these	branches.	
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How I would stage two moments of the play: 
 
Act Two, scene one. Pages 65-70.

Please note that a great deal of what I believe is required for this section is holistically included 
throughout but especially in the last two sections. As I knew I would be focusing on two 
moments I thought it best to share general ideas but always build towards these. Thank-you. 

My own image of the 
book “The crucible” by 
Arthur Miller, 2010 

     My own image 

My own image 

Being	a	director	means	going	through	the	script	and	considering	so	many factors	
including	subtext	and	setting.	Imagine:		It	has	just	been	intermission.	Once	again	
the	audience	walks	through	the	lobby	smelling	of	fresh	flowers	and	hay	(see	
inspiration	of	my	storm	image	and	how	the	land	is	vast	and	important).	They	are	
reminded	these	characters	had	lives	before	the	play.	They	are	in	a	brightly	lit	
space.	But	as	they	enter,	there	is	Abigail	in	the	aisle	near	the	lobby	very	much	in	
the	first	circle	of	acting	or	“solitude	in	public”	
(http://www.gyford.com/phil/writing/2005/05/27/an_actor_prepare.php	)	
unaware	of	anyone	but	herself	as	she	prepares	to	meet	John	Proctor	alone	in	the	
forest.		I	want	the	audience	to	think	What’s	going	to	happen?	Why	does	she	looks	
so	thoughtful	and	sad?		And	then,	they	see	the	forest	in	the	theatre	in	a	new	light	
as	they	enter	the	theatre	and	will	feel	off	centre	by	how	dark	the	theatre/forest	
will	be.	They	will	feel	disoriented	as	they	try	to	get	to	their	seats.	They	will	feel	
like	Abigail	does.	

I	couldn’t	find	any	image	to	really	show	what	I	
wanted	so	I	asked	friends	to	drape	themselves	in	
nylon	material,	I	added	a	few	braches	to	the	wall	
aisle	and	angled	the	lights	for	a	side	lighting	effect	
for	shadows.	All	of	Abigail’s	followers	line	both	
sides	of	the	theatre.	They	breathe	in	rhythms.	They	
represent	the	fear	of	the	devil	in	the	forest	felt	by	
the	Puritans	(see	earlier	reference	to	source)	and	
they	will	echo	some	of	Abigail’s	words	in	the	scene	
ahead.	They	amplify	the	atmosphere	I	want.	I	want	
to	reach	my	modern	audience	ages	13+.	Personal	
photo.	

The	kind	of	lantern	that	could	be	used	with	a	believable	looking.	Abigail	
is	holding	this.	Proctor	will	have	one	too	as	it’s	dark	and	the	middle	of	
the	night.	Lantern	found	in	school’s	prop	room.	The	lighting	for	this	
scene	will	be	the	absolute	minimum	needed.	I	want	the	audience	to	feel	
the	night.	Both	images	here	by	me.	
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My own image  

Act Two, scene two. Pages 100-106. 

Salem’s	Witch	House,	
R.	Strauss,	pg.	64

How	do	I	convey	the	possessed	girls	to	compete	with	modern	horror	movies	
and	capture	what	must	have	truly	been	a	horrific	sight?	This	article	was	very	
inspiring	and	focused	on	the	true	story	of	the	original	“Jonathan	and	
Elizabeth”:		
“Suffer	the	Children	
Jonathan	Corwin’s	stepdaughter	Margaret	was	one	of	the	nine	children	in	
his	family	who	never	reached	adulthood.	She	is	pictured	in	a	fancy	lace	
dress	when	she	was	8,	near	the	age	of	several	girls	who	prompted	
hysteria	in	Salem	in	1692	when	they	threw	screaming	fits,	uttered	
strange	sounds	and	contorted	themselves	into	peculiar	positions.	Corwin	
and	other	local	magistrates	concluded	the	girls	had	come	under	the	spell	
of	witches,	who	were	summarily	condemned	to	death.”	
Salem’s	Witch	House,	R.	Strauss,	pg.	64.	
	
	
	Thanks	to	Mrs.	T.D.	our	librarian	who	helped	me	to	research	better.	

In	my	sketch	I	hope	you	can	see	some	of	my	previous	ideas	coming	together.	It	will	challenge	
the	audience	in	the	final	act	of	the	play	to	have	to	turn	in	their	seats	to	watch	the	prison	scene	
from	behind	but	I	think	it	will	be	unexpected	and	when	Proctor	and	Rebecca	Nurse	move	
forward	to	the	actual	stage	and	towards	their	deaths	the	audience	will	follow	them.	Ironically	
the	audience	will	have	slightly	sore	necks	as	they	watch	this	final	moment.	They	will	feel	the	
upcoming	fate…literally.	
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Personal sketch:  Act Two, scene two pages 100-106. 

No	photography	was	allowed	at	the	Butoh	performance	that	I	saw.	I	choose	to	share	these	
images	to	show	the	power	of	contortion,	shadows,	and	eeriness	that	I	felt.	I	would	not	use	the	
white	make	up	from	Butoh	which	apparently	has	various	meanings	but	not	one	clear	one	
(http://www.nurdankarasugokce.com/pPages/pArtist.aspx?paID=611&section=550&lang=E
NG&periodID=&pageNo=2&exhID=0&bhcp=1)	.	I	did	look	at	the	scene	and	tried	to	imagine	
where	or	how	the	girls	could	end	up	with	a	white	chalky	substance	on	them	but	every	idea	I	
had	was	really	not	great.	I	will	rely	on	lighting	and	an	echo	effect	to	help	bring	this	to	life	
instead.	Source	of	images:	http://www.gyford.com/phil/writing/2005/05/27/an_actor_prepare.php	

See	these	images	at	 http://www.gyford.com/phil/writing/2005/
05/27/an_actor_prepare.php	
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My own image 

I love this image! I pre-chose costumes from our school’s costume room that I think 
capture my vision of historically (1692) suggestive. I looked at many artists and 
paintings from the 1600s and fell in love with paintings by Johannes Vermeer. As I 
mentioned earlier I want colour to say these are individual characters. I would ask my 
costume designers to look at the following website to inspire them:  
http://www.essentialvermeer.com/museum_pages.html      Carmen had studied 
Butoh before and was able to help me by preparing the girls in the image through a 
visualization. I used two intense spotlights with a red gel to show the climax of Act Two, 
scene two in The Crucible page 106. Abigail’s followers have been present in the 
vestry scene as witnesses. I would add several non speaking roles to show that the 
group of girls is larger than just the characters we meet in the play such as Mercy and 
Susanna Walcott because the impact on the audience will be amplified. I am not 
changing any of Miller’s words. But at the top of Page 102 in the script when Abigail is 
overpowering Mary there is an echo when Abigial mimics Mary and by adding the 
additional voices it will amplify the horror as once again, Abigail is victorious and has 
played the card that will help her win (she is fearful as Proctor has admitted to having 
an affair with her which is against the laws of the time) and by feigning possession she 
is able to win Mary back to her side and Proctor loses his argument. The 
transformation beginning on pg 102 would be gradual as the girls go from benches 
on SL to encircling Abigial and Mary in CS leaving a lasting impression in the minds of 
the audience as the visual peaks here at the end of the scene. Photo assistance by 
Mr. Ohlsson. Lighting assistance by Lachlan and Sawyer. 
 
Conclusion:

I think The Crucible is still a powerful and relevant play. I hope the audience will leave 
remembering the smell of hay and flowers, of breathing forests, and thinking about 
the consequences of greed and deception. I hope they will remember how I used 
light and darkness, echoes, realistic acting amidst immersive spaces. I hope they will 
feel a fear of the unknown and I hope they will feel brave enough to fight oppression 
when they see it next time.
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Director’s	notebook	
Student	C	(SL	and	HL)	

	
A	MIDSUMMER	NIGHT’S	DREAM	
By	William	Shakespeare	
	
It	is	largely	agreed	that	Shakespeare	wrote	A	Midsummer	Night’s	
Dream	(one	of	his	37	plays)	during	the	1590s	in	England.	
Shakespeare,	who	is	widely	considered	to	be	the	greatest	writer	in	
the	English	language,	took	inspiration	from	a	wide	variety	of	sources	
in	writing	the	play.	It	is	a	comedy	which	follows	the	interlocking	
events	and	adventures	of	a	midsummer	night.		

• Theseus,	the	Duke	of	Athens,	is	celebrating	his	marriage	to	
Hippolyta,	Queen	of	the	Amazons	

• Hermia,	a	young	Athenian	woman,	wants	to	marry	Lysander,	but	
her	father	wants	her	to	marry	Demetrius,	who	Helena	is	in	love	
with.	The	four	escape	to	the	forest	with	hopes	of	eloping	or	
convincing	the	object	of	their	desires	to	feel	the	same	way.		

• A	group	of	amateur	actors,	the	mechanicals,	meet	in	the	forest	to	
produce	a	stage	play	which	is	to	be	performed	for	the	Duke	and	
Duchess.		

• Oberon,	the	King	of	the	Fairies,	and	his	Queen,	Titania,	have	met	
in	the	forest.	Oberon	wants	Titania’s	changeling	(a	fairy	that	has	
secretly	replaced	a	human	child)	to	become	his	knight.	She	
refuses	and	Oberon	sends	his	jester,	Puck,	to	punish	Titania	with	
a	trick	that	will	shame	her	into	surrendering	the	child	to	him.		

(Sources:	
 Harrison,	GB:	“A	Midsummer	Night’s	Dream:	Notes”,	1937.	P	29	
 http://en.wikipedia.org/wiki/A_Midsummer_Night's_Dream)	

49



Example 5

Theatre teacher support material 2

	

What	 follows	 is	 a	 series	 of	 mischievous	 and	
magical	 tricks	 through	 which	 love	 is	
transformed,	misplaced,	 deceived,	 revealed	 and,	
finally,	restored. 
Puck	ends	the	play	by	suggesting	to	the	audience	
that	 what	 they	 have	 just	 experienced	 might	 be	
nothing	but	a	DREAM	(p.91).	 
A	Midsummer	Night’s	Dream	 is	 a	widely	popular	
Shakespeare	 play	 and	 one	 that	 has	 been	
performed	 and	 adapted	many	 times.	 The	 Royal	
Shakespeare	 Company,	 for	 example,	 has	 staged	
well	 over	 15	 versions	 of	 the	 play	 in	 Stratford‐
upon‐Avon	 since	 1920	 (Rebecca	 Brown,	 RSC,	
2008).	 
	
Each	 one	 of	 these	 productions	 was	 notably	
different	–	most	famously	the	production	staged	
by	 Peter	 Brook	 in	 1970.	 “This	 production	 was	
immensely	 influential	 and	 approached	 with	
deliberate	radicalism	–	a	brilliantly	lit	white	box	
set	replaced	the	traditional	pretty	forest	and	the	
actor’s	bright	skills…	spinning	plates	and	flights	
on	 the	 trapeze	were	 inspired	by	 the	acrobats	of	
the	Chinese	circus”	(Brown,	RSC,	2008).	 
I	 really	 like	 the	 idea	of	 transforming	 a	play	 like	
this	 into	 something	 new,	 drawing	 out	 the	 key	
ideas	of	the	play	and	presenting	these	ideas	in	a	
new	 way.	 As	 I	 explore	 the	 play	 further	 I	 will	
identify	 those	 ideas	 that	 I	 feel	will	most	engage	
the	audience.		
The	main	ideas	of	the	play	are:		
 
LOVE	 and	 MARRIAGE:	 Theseus	 and	 Hippolyta	
marry.	The	lovers	are	concerned	with	who	loves	
who	 and	 who	 will	 marry	 who.	 Oberon	 and	
Titania	quarrel	 over	 the	 changeling	boy.	Titania	
expresses	 her	 love	 for	 Bottom,	 who	 is	
transformed	into	a	Donkey 
 
 
ORDER	and	DISORDER:	The	ordered	world	of	the	Athenians	and	the	disordered	world	of	the	magical	world.	
 
MAGIC	and	the	SUPERNATURAL:	Magic	is	a	thread	that	runs	through	the	play,	along	with	the	supernatural	elements	of	the	mythic	and	fairy	world.	“There’s	the	magic	of	love,	the	magic	of	
the	morning	dew,	and	even	the	magic	of	poetry	and	art”	(Schmoop.com,	2008).	 
These	themes	are	all	ideas	that	I	am	interested	in	exploring	through	the	direction	of	the	play.	Magic	and	the	supernatural	are	ideas	that	I	find	particularly	exciting,	drawing	out	the	‘dream’	
of	the	play,	contrasting	the	ordered	world	of	the	Athenians	and	the	vibrant	and	unruly	world	of	the	magical	woodland	environment	–	a	perfect	setting	for	the	confusions	of	love	and	the	
unfolding	comedy	of	the	mechanicals’	rehearsal. 
Over	the	next	 few	pages	I	will	explore	the	play	text	and	how	I	would	attempt	to	construct	 the	world	of	 the	play	as	a	director	and	co‐ordinate	performance	and	production	elements	to	
develop	my	final	directorial	intentions. 

50



Theatre teacher support material 3

Example 5

	

Influences	from	live	theatre	
	
While	researching	this	play	I	have	found	it	useful	to	reflect	on	
other	live	performance	I	have	witnessed	as	a	spectator,	and	a	
couple	of	these	have	been	particularly	helpful	in	stimulating	my	
artistic	response.	The	production	that	has	been	most	influential	is	
a	professional	production	of	CS	Lewis’	“The	Lion,	the	Witch	and	
the	Wardrobe”	staged	at	the	West	Yorkshire	Playhouse	by	the	
Birmingham	Repertory	Theatre.	This	production,	dramatized	by	
Adrian	Mitchell,	very	cleverly	and	creatively	contrasted	the	
austere	and	bleak	environment	of	war‐torn	England	with	the	
magical	and	enchanting	world	of	Narnia,	which	the	lead	character	
of	the	play	Lucy,	discovers	as	a	result	of	hiding	in	a	wardrobe.	
This	fantastic	contrast	of	worlds	links	very	well	to	A	Midsummer	
Night’s	Dream,	where	the	lovers	(Hermia,	Demetrius,	Helena	and	
Lysander)	leave	the	structured	and	ordered	world	of	Athens	
collides	with	the	magic	world	of	fairies	and	sprites.	In	my	
production	I	would	want	this	juxtaposition	of	2	contrasting	
worlds	to	be	very	striking.	

The	creation	of	the	environment	of	the	play	is	extremely	important	
to	my	intentions	for	this	production.	For	my	audience	to	feel	that	
they	have	truly	witnessed	a	‘dream’,	I	want	them	to	be	plunged	into	
magical	woodland	world	in	the	same	way	that	the	Athenians	are.	
Sight	and	sound	are	vital	to	this. 

The	war‐torn	England	that	was	depicted	in	the	production	of	“The	
Lion,	the	Witch	and	the	Wardrobe”	used	sparse,	simple,	almost	 
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sterile	stage	sets	to	show	the	poverty	and	
uninspiring	life	that	faces	the	family	of	children.	
When	Lucy	stepped	into	the	wardrobe	at	the	
crucial	moment,	the	lights	faded	and	closed	
around	Lucy	as	she	pushed	fur	coats	aside	–	at	the	
transition	moment	the	wardrobe	slowly	revolved	
and	in	the	surrounding	darkness,	enormous	fur	
coats,	the	height	of	the	stage	were	flown	into	
position.	As	Lucy	slowly	emerged	on	the	stage,	the	
lights	slowly	brightened	to	reveal	the	jaw‐
dropping	scale	of	the	set.	Snow	began	to	fall,	and	
for	the	first	time	a	vivid	blue	cyclorama	was	lit	to	
complete	the	scene.	This	leap	from	‘reality’	into	
the	surreal	is	something	I	am	particularly	excited	
about	with	this	play. 

The	enormous	coats	were	coloured	white	at	the	
top,	gradually	becoming	darker	near	the	

bottom.	The	surreal	effect	of	these	coats	making	
a	forest	was	incredible.

Another	highly	influential	aspect	of	this	
production	would	certainly	be	the	creation	of	an	
ensemble	of	actors	performing	the	roles	of	the	
animals,	particularly	those	in	the	company	of	the	
White	Witch	(played	by	Moyo	Akande).	The	
witch’s	secret	police	is	a	team	of	blood‐hungry	
wolves,	captained	by	Maugrin	(Owen	Young).	
The	ensemble	of	wolves	were	portrayed	as	
stealthy,	alert,	fearless,	cunning	killers,	and	used	
their	bodies	to	communicate	these	traits	at	all	
times.	Every	muscle	in	their	bodies	appeared	
committed	to	their	performance,	keeping	their	
bodies	low	to	the	group,	their	legs	powerfully	
propelling	them	when	alarmed,	their	arms	and	
hands		
dexterously	guiding	them	and	grabbing,	clawing	and	lunging	at	their	prey.	The	costumes	for	these	characters	were	surprisingly	subtle,	suggesting	a	wolf’s	coat	by	using	a	body	stocking	with	
printed	patterns	on,	and	blending	this	with	effective	make‐up	to	disguise	where	the	body	stocking	starts	and	ends.	Their	characterization	did	most	of	the	work	for	them,	however,	and	their	
eyes	were	alarmingly	wide,	alert	and	intense.	The	pack	of	wolves	had	very	little	scripted	dialogue.	(other	than	Maugrin	and	his	lieutenant),	but	their	presence	and	commitment	to	their	roles	
dominated	the	stage	and	gave	the	white	witch	far	more	power	and	presence	than	if	she	was	alone	on	the	stage.	This	sense	of	an	intimidating,	watchful	and	even	alert	ensemble	of	performers	
certainly	conjures	a	sense	of	magic	and	mischief	in	my	mind,	and	I	would	certainly	look	to	employ	a	small	ensemble	of	dynamic	and	flexible	young	actors	to	form	my	fairy	ensemble	in	A	
Midsummer	Night’s	Dream.	
An	ensemble	of	agile	and	almost	acrobatic	sprites,	ever	watchful	of	the	unfolding	drama,	moving	in	and	out	of	the	audience	space	and	leaping	above	the	stage	would	certainly	add	to	my	
magical	woodland	environment,	particularly	if	these	actors	were	directed	to	move	beyond	the	stereotypical	view	of	fairies	(wings	and	leggings)	and	begin	to	explore	the	more	sinister,	dark	
and	supernatural	presence	of	these	beings.	(Sources:	http://www.Birmingham‐reop.co.ok/event/the‐lion‐the‐witch‐and‐the‐wardrobe)	
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Another	production	that	has	contributed	to	my	developing	ideas	for	
staging	this	play	is	‘The	Importance	of	Being	Earnest’	by	Oscar	Wilde,	
which	was	staged	at	my	school.	This	play,	written	in	1895,	is	a	farcical	
comedy	which	explores	the	social	obligations	of	people	in	the	
Victorian	era.	
What	I	liked	about	this	performance	was	the	representation	of	
wealthy,	upper	middle	class	people	who	are	restricted	by	the	
expectations	of	the	society	they	belong	to.	The	way	this	is	
communicated	in	the	play,	through	precise	and	controlled	movements,	
immaculate	elocution,	gestures	and	costume	all	appealed	to	me	as	a	
potential	contrast	to	the	dark,	unruly	woodland,	where	anything	can	
happen,	and	where	the	transformation	of	the	lovers	take	place.	To	set	
the	Athenians	in	an	uptight	and	ordered	society	such	as	this	would	
then	illustrate	the	contrast	between	these	two	worlds	even	more	
effectively	for	a	modern	audience.	
I	certainly	wouldn’t	want	my	production	to	rely	on	the	very	traditional	
and	formal	style	of	Shakespearean	productions,	with	traditional	
costumes	and	elaborate	set	pieces	(which	became	particularly	popular	
during	the	1800s).	
(Source:	“doublet	and	nose”,	
http://www.shakeyourspeare.blogspot.com)	
	
It	is	the	clash	of	two	very	different	worlds	that	has	captured	my	
imagination	with	this	play,	and	the	further	apart	I	can	credibly	make	
the	world	of	the	real	and	the	world	of	the	“magic”	the	better!	
For	my	‘real’	world	(the	Athenians)	I	want	to	place	them	in	the	very	
recognisable	world	of	the	1920s,	a	little	later	than	‘The	Importance	of	
Being	Earnest’	is	set,	but	a	time	that	is	more	easily	communicated	by	
the	style	of	costume	and	set,	especially	with	the	Art	Deco	movement	
that	is	so	striking	and	formulaic,	but	also	when	the	world	was	almost	
rediscovering	itself	after	world	war	I	and	finding	itself	a	little	lost…	
(Sources:	http://www.1920‐30.com,	
www.bbc.com/schools/gcsebitesize/history/mwh/usa/1920revision)
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Creating	the	two	worlds	

The	Real world	(1920’s)
	
Upper	class:			 Theseus	
	 	 	 Hippolyta	
	
Upper	middle	class:	 	
	 	 	 Philostrate	
	 	 	 Egeus	
	 	 	 Hermia	
	 	 	 Helena	
	 	 	 Lysander	
	 	 	 Demetrius	
	
Working	class:		 	 	
	 	 	 Peter	Quince	
	 	 	 Nick	Bottom	
	 	 	 Francis	Flute	
	 	 	 Robin	Starveling	
	 	 	 Tom	Snout	
	 	 	 Snug	

The	Magical	woodland	world	
(supernatural)	
	
Most	powerful:	 Oberon	
	 	 	 	 Titania	
	
Magical	Powers:	 	

Robin	Goodfellows/
	 	 	 Puck	
	 	 	 Peaseblossom	
	 	 	 Cobweb	
	 	 	 Moth	
	 	 	 Mustard	Seed	
	 	 	 The	Fairies	
	
This	group	will	certainly	feature	
as	the	core	of	my	intentions	for	
the	audience,	creating	this	
supernatural	world	

 Ordered	
 Black	and	white	
 Strong,	formal	
 Clear	hierarchy	
 The	upper	and	lower	
classes	never	mix	
socially	

 Clean,	routined	
 Well	behaved	

The	real	world	is	
stripped	of	order,	
formality	and	good	
behavior	when	it	
mixes	with	the	
magical	woodland	
world!	

 Mixed	with	nature	
 Highly	sexual	
 Potions,	spells	
 Mother	nature	
rules	

 Mischievous	
 Raw,	informal,	
unruly	

 All	work	together	
 Seasons	dictate	
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My	concept	and	developing	my	ideas
	

The	Athenians	
	
Theseus,	Hippolyta,	Philostrate,	Egeus,	Hermia,	Helena,	Lysander,	
Demetrius.	
	
I	would	choose	to	set	the	Athenians	in	the	golden	age	of	the	1920s,	
when	the	west	was	facing	economic	boom	following	the	end	of	
world	war	I.	The	grand	and	noble	world	of	the	Athenians	(which	
includes	the	lovers)	would	be	communicated	by	semi‐formal,	
modernist,	fashion	‐	simple	lines	and	minimal	adornment,	created	
with	expensive	fabrics.	
	
The	1920s	saw	a	boom	in	popular	culture,	and	a	widespread	
appreciation	of	film,	music,	literature,	art	and	theatre,	and	I	think	
my	concept	would	justify	the	use	of	the	mechanicals	to	provide	
entertainment	at	the	Duke’s	wedding.	
	
This	era	lends	itself	well	to	the	structured	and	well‐mannered	
society	to	which	the	Athenians	belong,	but	also	allows	room	for	the	
slapstick	and	melodramatic	business	between	the	lovers	to	take	
shape.	
	
I	don’t	think	that	removing	the	action	from	recognisable	Athens	in	
Greece	will	have	a	notable	detrimental	effect	on	my	production.	
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The	Fairies	
For	the	woodland	scenes,	I	want	the	fairies	to	communicate	the	living	and	breathing	world	of	the	forest;	agile,	alert,	intense	and	wild.	By	increasing	the	eerie,	supernatural	
elements	of	the	fairies,	I	believe	the	woodland	becomes	a	more	sinister,	unsettling	and	dangerous	place,	and	makes	a	very	intense	contrast	to	the	flat,	black	and	white	world	of	
the	Athenians.	
I	want	the	fairies	to	spill	out	into	the	audience,	for	the	fairy	world	to	be	ever‐present,	watching,	listening	and	whispering.	The	fairies	would	be	a	very	tight	ensemble	of	
performers,	highly	physical,	moving	around	the	stage	space	with	the	quick,	light	and	dynamic	movement	of	acrobats	or	dancers.	They	would	appear	to	be	a	living	and	
breathing	forest	themselves,	only	scraps	of	material	clothing	being	worn,	with	their	bare	flesh	marked	with	bark,	dirt,	leaves	or	strange	mysterious	designs.	The	styling	of	their	
hair,	costume	and	make‐up	would	fall	very	specifically	between	extremely	stylized	and	completely	feral	‐	this	group	has	clearly	inhabited	the	forest	world	for	millennia,	
completely	isolated	from	human	contact.	They	have	an	unnerving	alertness	about	them	at	all	times,	twitching	and	staring	almost	like	wild	birds.	Oberon	and	Titania	are	
marked	by	their	development	above	the	ensemble,	less	wild	in	their	behaviour,	but	more	powerful,	commanding	and	bewitching.	They	are	intensely	provocative	and	have	an	
electricity	between	them	which	sends	pulses	through	the	woodland	world.	 The	Fairies	

	
 My	design	team	would	experiment	

with	eye	make‐up	to	link	the	forest	
theme.	

 Contact	lenses	would	enhance	the	
supernatural	element.	

 Ivy	would	be	a	strong	theme	‐	
always	growing,	wrapping	itself	
around	each	of	the	ensemble.	

 Body	stocking	with	sewn	on	forest	
adornments.	

 Avoid	the	use	of	‘wings’	‐	no	
traditional	fairy	costumes.	The	
living,	breathing	and	seeing	forest.	

	
Body	Art	Ideas	

Possible	ideas	for	Oberon:	
 Body	art	‐	roots,	branches	or	

veins?	
 Body	shape	further	defined	to	

show	strength	and	power	
 Bare	flesh	exposed	to	enhance	

the	sense	of	woodland	dweller	
 Costume	to	suggest	‘regal’	or	

‘emperor’.	
	
Sources	

 http://www.europeanbodyart.com/
body‐painting/	

 http://body‐paint‐body‐
art.blogspot.com	

 http://www.ekmpowershop27.com	
 Collins	&	Nisbet,	2010.	P	78.	
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Rough	costume	ideas	to	inspire	the	designer
	
The	Athenians	
	
 Demetrius	–	Son	of	aristocrats,	favoured	by	the	Duke.	I	would	
dress	him	formally	and	echo	a	similar	style	of	the	Duke.	

	
 Lysander	–	a	handsome	young	man	of	Athens.	He	is	in	love	
with	the	feisty	(and	in	my	view	more	fashionable)	Hermia.	I	
would	make	his	costume	more	casual	than	Demetrius.	

	
 Theseus	–	The	Duke	

	
 Helena	–	I	would	probably	aim	for	furs	to	be	worn	by	Helena,	
who	I	feel	likes	to	give	the	impression	she	is	more	classy	and	
elegant	than	Hermia.	

	
 Hermia	–	Much	shorter	than	Helena,	but	feisty.	I	would	aim	for	
her	to	appear	more	‘fashionable’.	

	
	
I	would	dull	all	of	the	colours	at	the	start	of	the	play	–	blacks,	
whites	and	shades	of	grey		Silent	movie	idea.	
	
	
Sources	
 Altman,	B	&	Co:	“1920’s	fashion”,	1999.	
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Rough	costume	ideas	to	inspire	the	designer
	
Working‐class	amateur	actors	
	
Contrasting	shapes	and	sizes	to	make	them	even	more	comical.	
	
 Bottom	–	the	weaver	:	Shabby	hat.	Dirty	shirt	and	apron.	A	
highly	comical	character,	loud	and	outspoken.		
Transformed:	he’s	given	the	head	of	a	donkey.	

	
 Snug	–	the	joiner:	Blue	button‐up	over‐shirt.	

	
	
The	Mechanicals	
	
Each	character	would	have	one	sample	prop	of	the	1920s	era	to	
indicate	their	profession.	
	
 Tom	Snout	–	tinker:	Blue	dungarees	and	dirty	under‐shirt.	

	
 Francis	Flute	–	Bellows	mender:	“Granddad”	style	shirt.	

	
	
The	1920s	style	of	the	Athenians	is	echoed	by	the	mechanicals,	
but	the	difference	in	their	social	standing	is	indicated	by	the	
1920s	‘worker’	costumes	–frayed	and	dirty‐	the	costumes	are	
simple	and	hard‐wearing	
	
	
Sources:	
	
 Altman,	B	&	Co:	“1920’s	fashion”,	1999.	
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Fleshing	out	my	ideas	
 The	design	for	the	actual	set	

would	be	created	by	a	
designer,	but	my	vision	as	a	
director	is	reliant	on	the	
environment.	These	ideas	
would	influence	the	final	
design	significantly.	

 The	real	world	of	the	Athenian	
 The	magical	woodland	world	
 The	fairy	ensemble	move	in	

and	out	of	the	audience	space.	
 The	central	space	where	the	

two	worlds	collide!	
 Woodland	world	
 The	proscenium	arch	

represents	an	invisible	wall	
between	reality	and	the	
supernatural	kingdom.	

	
I	want	to	see	the	fairy	world	
operating	on	numerous	levels,	to	
have	the	fairies	(especially	Titania	
and	Oberon)	looking	down	on	the	
world	below	
	
Levels	would	also	allow	the	
supernatural	ensemble	to	climb,	
leap	and	swing	from	the	“forest”	
	
Creating	the	forest	

 Scaffold	tower	
 Covered	with	hardboard	and	

material	
 Painted,	textured	and	

decorated.	

My	proposed	set	design	
The	stark	black	and	white	stage	provides	a	“cinema	screen”	in	which	the	real	world	exists.	

 Central	platform	
 The	solid	white	cyclorama	can	be	lit	with	textured	gobos	to	enhance	the	supernatural	scenes.	
 Stage	painted	black.	
 The	thrust	stage	provides	a	platform	on	which	the	real	and	the	supernatural	worlds	collide.	
 Audience	are	surrounded	by	the	supernatural	world.	

The	proscenium	arch	is	covered	by	scaffolding	which	creates	levels,	platforms,	ladders,	ropes	and	
look‐outs	for	the	inhabitants	of	the	fairy	world.	This	structure	is	then	covered	with	a	textured	
layer	on	which	the	forest	is	painted,	sculpted	and	created.	Swathes	of	material,	netting	and	gauze	
are	used	to	create	a	realistic	canopy	of	leaves	and	tendrils,	through	which	the	ever‐present	fairy	
ensemble	peer	down	at	the	comings	and	goings	of	the	‘real’	world.	The	scaffold	platforms	create	a	
playground	for	the	mischievous	fairies	to	swing,	climb,	chase	and	leap.	Twinkling	fairy	lights	are	
hidden	in	the	trees	and	are	lit	as	the	audience	enters.	
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The	stark	white	of	the	cyclorama	would	provide	a	“movie	
screen”,	symbolising	the	world	of	the	Athenians.	The	black	and	
white	world	of	the	Athenians,	as	glamorous	as	the	1920s	movie	
stars,	are	at	first	2	dimensional,	far	removed	from	the	raw,	wild	
and	unrestrained	supernatural	woodland	world	of	the	fairies.	
As	the	lovers	leave	the	glamour	and	structure	of	their	1920s	
movie	world,	venturing	in	to	the	dark	and	mysterious	
woodland,	they	find	their	worlds	colliding,	and	the	chaos	that	
follows	gradually	peels	away	the	glamour	and	formality	of	their	
native	land	and	induces	raw,	wild	and	unrestrained	behaviour.	
I	would	also	communicate	this	process	through	costume,	
action,	use	of	voices	and	characterisation.	This	would	take	place	
on	the	railed	thrust	platform	around	which	the	audience	are	
seated,	immersed	and,	at	times,	implicated	in	the	unfolding	
madness!	
	
The	mechanicals	would	be	presented	as	working	class	
tradesmen	who	have	got	together	to	prepare	and	rehearse	for	
their	production	of	‘the	most	lamentable	comedy	and	most	
cruel	death	of	Pyramus	and	Thisbe’.	The	comic	element	of	these	
characters	is	something	else	I	would	want	to	bring	out	with	
these	scenes	(which	the	script	already	does	quite	brilliantly).	
I	would	hope	to	cast	some	actors	with	a	good	ability	for	
clowning	and	physical	comedy.	The	group	would	be	an	
assortment	of	shapes	and	sizes,	and	this	odd	mixture	of	
unlikely	actors	would	add	to	the	comedy	greatly!	
The	costumes	for	each	group	would	certainly	help	in	
communicating	the	characters	and	into	evoking	the	era	and	
environments	I	have	identified	for	my	intentions…	
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How	I	would	direct	the	play	to	create	an	impact	
	
Moment	one	‐	the	opening	
	
Although	not	specifically	referenced	in	the	script,	I	would	choose	to	
open	my	production	with	a	short	prologue	to	establish	the	
supernatural	world,	ever‐present	throughout	the	entire	play,	and	(in	
my	production	at	least)	ever	watchful	of	the	“real”	world.	I	would	want	
the	fairy	ensemble	to	arrive	through	the	auditorium	and	invade	the	
audience’s	space.	
As	the	house‐lights	dim,	I	would	want	lights,	concealed	in	the	branches	
of	trees	(constructed	around	and	over	the	top	of	the	proscenium	arch)	
to	begin	twinkling	brightly,	as	a	thick	fog	of	dry	ice	makes	its	way	from	
the	rear	of	the	auditorium	to	the	stage,	a	deep,	sustained	and	booming	
rumble	begins	to	shake	the	walls	of	the	theatre.	Ominous,	mysterious	
and	eerily	melodic	music	begins	to	build	as	the	ensemble	of	fairies	
moves	through	the	aisles,	twitching,	eyes	fixed	on	the	members	of	the	
audience,	they	are	alert	and	dynamic	in	their	highly	physical	and	
animal‐like	movements.	The	“trees”	either	side	of	the	proscenium	arch	
become	brighter,	lit	from	underneath	with	vibrant	green,	white	and	
yellow	lighting.	

	

Stage
 Platform	over	the	stage	/	
proscenium	arch	

 Lights	illuminate	the	trees,	
up	which	the	ensemble	
climb.	

 Smoke	billows	in,	followed	
by	the	ensemble.	

The	vivid	and	enchanting	trees	
sparkle	above	the	audience,	as	the	
ensemble,	carefully	
choreographed,	whispering	and	
giggling	and	behaving	
mischievously,	begin	to	climb	the	
trees	and	explore	their	homes.	
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Puck,	the	most	nimble	and	spritely	of	the	
ensemble,	climbs	to	the	top	of	the	trees,	and	
onto	a	platform,	which	travels	across	the	top	
of	the	proscenium	arch,	through	the	branches	
and	canopy,	to	settle	in	the	centre,	looking	
down	the	empty	stage	below.	The	rest	of	the	
ensemble	make	themselves	confortable	on	
branches,	ledges	and	ropes,	and	lean	out,	
transfixed	on	the	empty	stage,	where	the	first	
scene	of	the	play	is	about	to	begin.	The	music	
slowly	fades,	as	the	lighting	on	trees	dims,	
leaving	only	the	twinkling	lights	like	stars	in	
the	canopy	above.		
This	atmosphere	and	enchanting	opening	to	
the	play	should	hopefully	set	the	mood	for	all	
that	follows,	providing	the	audience	with	a	
constant	feeling	of	unease,	with	faces	looking	
out	of	the	branches	and	engage	them	all	in	
what	happens.	I	believe	this	would	have	an	
impact.	
Moment	two	‐	Act	three,	Scene	one	
As	Titania	sleeps	on	a	bed	of	flowers,	the	
craftsmen	meet	in	a	nearby	grove	to	begin	
rehearsing	for	their	play.	As	they	begin	their	
rehearsal	(following	some	difficulties	in	
casting	the	roles)	Puck	sneaks	up	on	them.	He	
is	delighted	to	have	so	many	fools	to	entertain	
him.	He	decides	to	watch	and	participate	in	the	
fun.	It’s	clear	that	the	mechanicals’	play	is	
going	to	be	a	disaster,	and	when	Bottom	steps	
out	of	the	scene,	Puck	transforms	Bottom’s	
head	into	that	of	an	ass.	
When	the	ass‐headed	Bottom	re‐enters	the	scene,	the	craftsmen	are	horrified:
Quince:	O	monstrous!	O	strange!	We	are	haunted.	Pray	masters,	fly	masters,	help!		(Shakespeare,	W:	“A	Midsummer	Night’s	Dream”,	p.	49)	
They	run	for	their	lives,	and	delighting	in	the	mischief,	Puck	chases	after	them.	Bottom,	perplexed,	remains	behind.	
In	directing	this	scene	I	would	want	the	audience	to	enjoy	the	comedy	of	the	mechanicals	and	to	witness	the	mischief	of	Puck	and	his	ensemble	and	they	witness	the	magical	
transformation	of	Bottom	into	a	half‐donkey.	This	short	sequence	is	probably	the	most	well	remembered	part	of	the	play	and	one	in	which	timing	and	comic	reaction	are	
essential.	
As	Quince,	Snout	and	Bottom	discuss	the	complications	of	creating	moonshine	and	a	wall	in	their	production,	I	would	have	the	actors	stood	on	the	raised	thrust	platform.	As	the	
‘director’	of	the	Pyramus	and	Thisbe	play,	Peter	Quince	would	be	sat	up	stage	on	his	short,	wooden	directing	stool	(which	he	carries	on	with	him).	
Starveling,	the	tailor,	would	be	sat	downstage	right,	with	his	legs	dangling	over	the	side	of	the	stage,	as	he	sews	a	simple	item	of	costume	for	the	performance.	Flute,	the	bellows	
mender,	would	be	sat	on	the	floor	up‐stage	centre,	next	to	Peter	Quince.	Flute	would	be	directed	to	carry	an	accordion,	which	he	plays	every	time	the	mechanicals	wander	
through	the	forest	to	set	up	their	rehearsal.	Snout	would	be	sat	stage‐left,	at	the	top	of	the	set	of	steps	leading	down	into	the	audience.	Snug	would	be	directed	to	stand	up‐stage	
left,	where	he	chews	on	some	unknown	substance	with	his	mouth	open	as	he	does	for	many	of	his	scenes.	Bottom,	of	course,	would	be	centre	stage,	gesturing	enthusiastically	to	
each	of	his	fellow	craftsmen	in	turn.	
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Snout:	Doth	the	moon	shine	that	night	we	play	our	play? (p.47)
	
As	Snout	delivers	this	line,	the	fairy	ensemble,	who	have	been	silently	
watching	the	rehearsal	from	up	in	their	branches,	begin	to	come	to	life	a	
little,	and	lean	forward	with	interest	and	amusement.	
As	Quince	settles	the	actors	down	ready	to	begin	the	rehearsal,	the	stage	left	
tree	and	branches	light	up	a	little	as	Puck	appears	at	the	lower	platform	in	
the	tree.	
	
Puck:	What	hempen	home‐spuns	have	we	swaggering	here…	
	
Delighted	to	see	the	comical	group,	Puck	springs	lightly	down	the	tree	
structure,	eagerly	pursued	by	members	of	the	fairy	ensemble,	equally	as	
enthralled	and	amused.	
	
Bottom:	But	hark,	a	voice!	Stay	thou	but	here	a	while,	And	by	and	by	I	will	to	
thee	appear		(Shakespeare,	“A	Midsummer	Night’s	Dream”,	p.49)	
	
As	Bottom	delivers	his	line	(As	Pyramus),	he	crosses	stage	left	and	trots	
down	the	few	steps	into	the	audience,	to	sit	himself	at	the	base	of	the	stage	
left	tree	of	the	structure.	
As	Quince	and	Flute	(as	Thisby)	carry	on	their	discussion	about	the	correct	
use	of	language,	Puck,	having	giggled	his	line:	“A	stranger	Pyramus,	than	e’er	
played	here”,	skips	around	the	seated	Bottom.	At	Puck’s	command,	the	fairy	
ensemble,	whispering	amongst	themselves,	would	pull	a	swathe	of	material	
(suggesting	a	leafy	vine	or	curtain	of	foliage).	Puck	whispers	and	gestures	
towards	the	immobilised	Bottom,	while	behind	the	foliage	veil,	the	fairy	
ensemble	would	swiftly	dress	Bottom	in	his	donkey‐transformation	
costume…	
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Bottom	would	be	dressed	in	a	
hat	with	ass	ears	attached	and	
his	hands	slipped	into	adapted	
gloves	to	represent	donkey	
hooves.		
The	ensemble	would	swiftly	
reveal	Bottom	from	the	behind	
the	material	and	pull	the	dazed	
and	confused	(and	blissfully	
unaware)	Bottom	to	his	feet	and	
push	him	towards	Puck,	who	
would	lead	the	actor	back	onto	
stage	in	time	for	his	line:	
	
Bottom	(As	Pryamus):	If	I	were	
fair,	Thisby,	I	were	only	thine.	

Costume	ideas
	
 Bottom’s	
transformation	into	an	
ass	

 Oversized	ears	
attached	to	hat	

 Gloves	with	hooves	
 I	would	direct	Bottom	
to	use	comic	
performance	skills	
(exaggerated	physical	
and	vocal	elements)	to	
complete	the	
transformation.	

As	Quince	cries	out	his	“O	monstrous!”	line,	the	other	
actors	react	with	horror,	running	around	the	stage,	
confused,	terrified	and	bumping	into	each	other.	They	
collect	their	belongings	and	dive	off	the	stage	scattered	in	
all	directions.	
	
As	Puck	delivers	his	“I’ll	follow	you”	lines,	aching	with	
laughter	and	delight,	he	leaps	after	them	causing	further	
chaos	and	fear	as	he	chases	them.	I	believe	the	impact	of	
this	transformation	would	engage	the	audience	through	
comedy	and	successfully	reinforce	the	sense	of	the	magical	
world	in	which	the	entire	cast	find	themselves.		
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My	directorial	intentions	and	intended	impact	for	an	
audience	
	
I	would	aim	to	create	a	vivid	and	magical	production	of	A	
Midsummer	Night’s	Dream,	challenging	audience	
preconceptions	and	hoping	to	conjure	a	memorable	and	
engaging	‘dream’.	
In	transforming	my	production	for	the	stage,	design	elements	
underpin	all	of	the	action,	and	contribute	to	immersing	the	
audience	in	the	environment,	in	the	same	way	that	the	
Athenians	find	themselves	plunged	into	a	surreal	and	
supernatural	world.	Set,	costume,	lighting	and	sound	would	be	
essential	in	my	production,	supporting	my	intention	of	
engaging	and	moving	the	audience,	playing	on	their	reactions	
to	comedy,	excitement	and	wonder,	making	them	feel	
unsettled	through	the	use	of	skilled	and	committed	
performers.	
By	establishing	the	‘real’	world	of	the	Athenians	as	a	
structured,	ordered	and	controlled	1920s	world,	the	audience	
will	feel	even	more	unnerved	and	unsettled	as	the	cast	of	fairy	
world	characters,	working	together	as	a	watchful,	alert	and	
mischievous	ensemble,	leaping	through	the	lush	and	
wonderous	tree	structures	and	canopy.		
As	the	audience	witness	the	developing	story	and	comic	and	
confusing	events	I	want	them	to	feel	even	more	immersed	in	
the	story	and	more	engaged	and	responsive.	
I	believe	that	my	ideas	for	the	staging	of	this	production,	the	
creation	of	an	immersive	dream,	my	direction	of	a	committed	
and	skillful	cast	of	actors	and	my	blending	of	production	
elements	would	contribute	to	the	effective	staging	of	this	
charming	and	timeless	play	text.	
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Collaborative	theatre	project	
Student	A	(SL	and	HL)	

	
Contents	
	

 Preparation	 Page	1	
	

 Finding	Peers	With	Whom	To	Work	 Page	2	
	

 Starting	Points	–Journal	2	 Page	3	
	

 “The	Starting	Point	and	the	Context”—Journal	5	 Page	3	
	

 “Development	and	application	of	skills”	 Page	5	
	

 Set	Design	 Page	5	
	

 Ah’s	 Page	6	
	

 How	did	my	soundtrack	work	actually	come	into	the	performance?	 Page	8	
	

 And	Onto	My	Most	Significant	Contribution	 Page	9	
	

 “Exploration,	collaboration	and	the	development	of	the	piece”	 Page	12	
	

 Performance	for	our	teacher	and	peers	 Page	13	
	

 Analysis	of	Our	Final	Performance	 Page	13	
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IB	Theatre	Collaborative	Project	
	
Preparation:	
	
We	have	been	asked	to	define	who	we	are	going	into	this	task	and	where	we	think	we	might	like	
to	branch	out	and	forward.	Although	I	have	been	highly	involved	in	extracurricular	theatre	at	our	
school,	this	is	my	first	theatre	course.	In	Y1	we	did	various	devising	projects	so	I	have	quite	a	
good	sense	of	how	I	can	improve	as	a	participant	and	my	own	learning	style.	I	am	familiar	now	
with	Tectonic	theatre’s	approach	to	creating	original	verbatim	theatre.	I	also	was	part	of	a	large	
devising	project	in	Y1	outside	of	the	course.	Our	stimulus	was	clowns	and	why	people	fear	them.	
Over	three	months	I	saw	scribbles	on	paper	blossom	into	a	full	blown	production	with	a	great	
deal	of	input	of	all	involved.	Our	director	tapped	into	our	strengths	and	I	enjoyed	creating	an	
original	character	called	Flirty	Clown	and	I	also	was	heavily	involved	in	writing	the	script.	Simply	
put,	I	feel	confident	about	what	is	ahead	and	I	am	excited.	Everyone	says	I	am	a	natural	comedian	
thus	I	would	like	to	engage	in	a	more	serious	role	in	this	project	to	broaden	my	own	range	of	
experiences.	If	my	piece	requires	a	set	I	would	like	to	help	create	it.	If	music	is	required,	I	would	
love	to	be	a	part	of	that.	I	have	been	involved	in	choir	for	years	but	know	little	about	vocal	
projection	techniques	in	theatre	thus	another	area	I	would	like	to	learn.		
	
Coming	Together:	
	
Our	teacher	has	offered	us	various	ways	to	create	ensembles	and	we	too	have	had	a	voice	in	how	
we	might	approach	this.	At	first	we	thought	we	could	simply	“talk	it	out”	but	it	was	feeling	a	bit	
superficial	and	friends	were	gravitating	towards	friends	opposed	to	really	considering	skills	and	
goals.	We	finally	agreed	upon	posting	various	words	and	terms	that	would	be	the	basis	for	
uniting	creatively.		Also,	we	had	each	looked	into	a	professional	theatre	company	that	devised	
and	were	to	use	ideas	from	them	to	propel	us	forward.	
	
After	not	finding	enough	to	support	this	quest	from	the	physical	theater	group	DV8	(I	was	
intrigued	by	a	video	I	saw	in	Y1	called	The	Cost	of	Living)	I	found	a	book	in	our	theatre	library	
from	Frantic	Assembly.	I	was	also	able	to	find	an	excellent	package	online	(published	by	Art	
Council	England)	that	they	had	created	to	guide	performers	in	devising	theatre.	I	also	came	
across	a	theorist	called	Toby	Wilsher	who	works	primarily	with	masks.	I	have	never	done	mask	
work	and	thought	I	might	like	somewhere,	somehow	to	learn	more	about	it	if	it	might	fit	with	
whatever	we	are	going	to	create.	
	
	
	
	
	
	
Frantic	Assembly:	
	
Simply	put,	the	image	from	the	opening	page	of	their	devising	package	(on	the	next	page	Guide	to	
Frantic	Assembly	pg.	1)	made	me	love	them	before	I	even	began:	
	
Journal	Entry:		“….bodies	say	so	much.	Connections	between	people	and	the	way	they	are	placed	
together	with	colours,	textures	and	backgrounds	are	pure	art.	And	I	don’t	even	know	the	stories	
here.	My	imagination	is	on	fire.”	
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Frantic	Assembly	Devising	Package:	
	
Many	quotes	and	ideas	from	the	book	and	package	intrigued	and	inspired	me.	Here,	I	
share	only	a	few	that	I	hope	one	can	see	truly	impacted	my,	and	our,	own	work.	All	quotes	
are	directly	from	the	source	above.	
	
One	of	the	most	important	and	defining	features	of	our	artistic	process	is	that	the	initial	ideas	
come	from	us.	Even	if	we	work	with	a	writer,	that	writer	is	often	engaged	long	after	the	genesis	of	
the	idea	and	is	invited	to	embrace	and	expand	that	idea.	(Pg.	8)	
	
We	want	lighting	designers	to	engage	with	the	choreography,	designers	to	engage	with	the	music	
and	all	of	this	to	happen	as	early	as	possible.	(Pg.	8)	
	
Music	is	a	massive	inspiration	to	us.	We	have	it	in	our	heads	all	the	time	and	we	use	it	in	
rehearsals	at	every	stage.	We	cannot	understand	the	type	of	rehearsal	where	the	music	only	
arrives	in	the	tech	week.	(Pg.	8)	
	
We	use	contemporary	music	because	this	is	what	tends	to	inspire	us.	We	do	not	use	it	exclusively	
but	we	are	massive	music	fans	and	find	that	a	lot	of	our	ideas	come	from	music.	We	have	quite	
eclectic	music	collections	and	use	whatever	excites	us	at	the	time.	(Pg.	16)	
	
	
Sometimes	there	are	things	we	want	to	try	that	are	outside	the	text	and	hopefully	complement	it.	
Often	it	takes	a	while	to	get	a	feel	for	the	rhythms	of	the	text.	A	good	understanding	of	this	
dictates	when	and	where	and	what	kind	of	physicality	is	required.	(Pg.	9)	
	
While	this	approach	encourages	a	collaborative	rehearsal	room	there	is	also	a	very	practical	
reason	for	this	intense,	initial	involvement	of	the	designer	that	have	ramifications	for	all	of	our	
producing	partners	and	their	technical	departments.	(Pg.	17)	
	
	
	
	
Key	Ideas	taken	from	The	Frantic	Assembly	Book	of	Devising	Theatre:	
	

 Use	video	as	a	means	to	watch	and	test	our	own	work	
 Look	at	soundtracks	used	in	movies	and	then	consider	how	this	idea	can	apply	to	our	

own	work	in	theatre	and	where	music	might	fit	or	motivate	exercises	
 Use	many	kinds	of	improvisational	games	and	activities	(the	book	is	full	of	suggestions)	
 Inspiration	is	everywhere	
 Physical	work	is	vital	

	
Finding	Peers	With	Whom	To	Work:	
	
Journal	Entry:		“	Although	I	know,	based	on	Y1,	that	I	work	really	well	with	Mariam	and	Yuval,	I	
have	to	admit	that	Ronald,	Rachel	and	David	seems	to	be	the	best	fit	for	where	I	want	to	go	with	
this	project.	David	would	like	to	work	on	set	design,	Rachel	and	David	are	both	pulled	towards	
creating	rich	characters	in	a	more	cerebral	way	whereas	I	would	like	to	try	to	do	this	more	
through	physical	experimentation.	All	three	of	them	were	excited	when	I	mentioned	my	desire	to	
bring	masks	into	it.	Ronald	would	like	to	work	with	lighting	and	has	found	a	group	that	uses	
Augusto	Boal’s	ideas	as	a	means	of	devising.	I	am	the	only	one	who	wants	to	really	keep	a	video	
process	journal	although	the	others	like	my	idea	and	appreciate	that	this	could	also	benefit	them.		
All	of	us	feel	strongly	that	we	will	not	be	constricted	to	a	single	genre	or	style	and	that	our	
creation	can	be	a	real	potpourri	of	substance	building……despite	what	I	wrote	last	week	about	
being	confident	about	this	project,	the	unknown	is	a	massive	dark	abyss	and	the	fact	that	it	will	
be	evaluated	increases	the	pressure.”	
	

79



Theatre teacher support material 4

Example 8

	 3

Starting	Points	–Journal	2	
	
Well,	I	am	a	terrible,	terrible	person.	:	)	When	we	all	agreed	to	bring	in	a	different	stimulus	for	the	
project,	and	then	to	agree	on	one	(I	learned	in	Y1	that	to	many	cooks	spoil	the	broth	when	we	
tried	to	combine	far	to	many	stimuli)	and	so	I	found	this	horrible	Egyptian	looking	vase	with	a	lid	
that	my	mother	had	won	(lost?)	at	a	white	elephant	party	and	I	filled	it	with	ashes	from	our	
barbeque.	I	told	a	soppy	story	about	how	it	was	a	valued	treasure:		my	grandmother.	No	one	said	
a	stimulus	needs	to	be	honest.	After	it	was	over	I	told	Ronald	and	David	it	was	a	joke	but	I	am	
waiting	until	this	project	is	over	until	I	tell	Rachel	or	I	am	certain	she	will	make	me	mince	meat	of	
me.	
	
	
	
“The	Starting	Point	and	the	Context”—Journal	5	
	
We	are	currently	working	on	a	piece	based	on	what	David	brought	in:		a	photo	of	the	Titan	Arum.	
We	chose	it	simply	because	it	caused	the	greatest	ruckus	amongst	us	in	terms	of	jokes,	ideas	and	
emotions.	
	
Here	are	some	basics	facts	about	the	titan	arum:	
	
It	is	called	the	“Amorphophallus	titanium,”	or	the	“Corpse	Flower.”	It	is	native	to	the	rainforests	
of	Sumatra	in	Indonesia.	
It	uses	its	rotting,	repugnant	(to	humans)	smell	to	attract	pollinators,	mainly	flies.	The	female	
flowers	open	during	the	cycle	and	receptive	to	pollen.	These	flowers	are	vulnerable	species	and	
endangered.	
(retrieved	from	Titum	Arum	FAQs	from	the	Biological	Sciences	Greenhouse)	
	
Questions:	
How	is	it	pollinated?	
What	pollinates	it?	
When	did	it	evolve?	
	
Here	are	some	general	ideas	that	it	evokes	in	me:	
Beauty	is	in	the	eye	of	the	beholder	(from	an	episode	of	the	“Twilight	Zone”).	
Life	exists	purely	to	be	alive.	
These	flowers	are	based	on	practicality.	
This	is	a	reminder	that	all	life	is	not	meant	to	be	beautiful	or	gorgeous	to	humans	
We	shape	things	to	be	more	appealing	to	us,	such	as	apples,	dogs	etc.	
We	are	trying	to	create	or	discover	God’s	kingdom	through	our	selections,	to	view	only	the	
attractive	and	appealing	and	not	the	ugly	or	dangerous,	but	it’s	not	the	case.	
	
This	flower	is	a	survivor.	
	
Scattered	ideas:	
Opening	and	closing,	the	cycle	
Corpse	Flower	–	symbol	of	death	
Vulnerability	of	life‐	a	few	days	of	life.	Absurdist	theatre:	Hitchhiker’s	Guide	to	the	Galaxy.	
Specter	type	of	thing.	
	
David	and	Rachel	both	were	inspired	by	the	life	cycles	of	the	flower	and	its	means	of	pollination.	
Ronald	thought	it	would	be	a	good	idea	to	put	on	“A	Little	Shop	of	Horrors,”	an	idea	that	is	
inaccessible	because	we	need	to	create	something	new	and	original,	and	can’t	simply	take	
another	show	verbatim.	Thus,	we	had	to	reject	this	idea.	
	
Rachel	brought	in	some	great	articles	about	various	real‐life	couples	that	inspired	us	and	perhaps	
gave	us	more	ideas	about	how	to	develop	the	idea	of	aging	and	love	dramatically,	giving	us	a	
direction	in	which	perhaps	to	take	the	abstract	ideas	evoked	by	the	original	image.	
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Collective	response	to	the	articles	brought	in	about	old	age	and	love:	
	
	
Words	that	come	to	mind	exercise:	(quotes	from	the	group)	
	
It	gives	me	hope.	
Sad	and	beautiful.	
Bittersweet.	
Touching.	
Fate.	
Promises.	
Is	there	really	somebody	for	everyone?	
Love.	
Old	people	seem	gross,	but	this	reminds	that	they’re	human	too.	
Impotence	of	old	age.	
Connection	with	the	flower:	such	a	long	period	of	time	all	comes	down	to	a	few	moments.	
Walking	corpses.	
	
Theatrical	possibilities	of	The	Fault	in	Our	Stars—this	is	a	novel	that	we	all	read	and	thought	
might	somehow	connect	to	our	devised	piece:	
	
‐quote	from	Shakespeare’s	play,	“Julius	Caesar”	
‐facts	of	life		
‐the	things	dictated	by	fate	or	chance	
‐those	things	we	can’t	control	
‐The	ugliness	of	death,	our	fear	of	people	who	are	sick	or	dying.	
How	to	deal	with	those	facts,	methods	of	coping.	
Harsh,	realistic‐	naturalistic.	Not	fantastical.	
Love	in	spite	of	these	physical	issues.	
Brevity,	fragility	of	life	
	
	
	

		

Image	Two:	Photo	by	
Ronald.	Here	we	are	
researching	the	plant	and	
looking	for	possibilities.	
	
	
I	am	in	the	middle,	Rachel	
is	on	the	left	and	David	is	
on	the	right.	
	
Target	audience:		High	
school	students	and	
older.	We	want	to	
approach	mature	
themes	about	love,	
partnership	and	want	
those	who	can	relate.	
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“Development	and	application	of	skills”	
	
I	am	jumping	ahead	a	few	weeks	and	will	then	rewind.	I	would	like	to	focus	on	some	of	my	more	
minor	contributions	and	then	build	up	to	my	real	specialist	skills.	Although	not	planned,	I	ended	
up	contributing	a	great	deal	to	building	our	project	through	mask	work.	Frantic	Assembly’s	
approach	was	that	physical	work	is	vital	and	I	found	this	physical	work	through	masks,	primarily	
tapping	into	ideas	by	Wilsher.	Rachel	really	helped	us	with	characterization	in	the	realm	of	
realism	as	did	David.	Ronald’s	games	and	exercises	helped	us	develop	trust	in	the	early	stages	
and	many	images	that	I	videotaped	of	these	games	blended	with	my	mask	work.	So	above	all	I	
think	my	specialization	was	development	through	physical	mask	work	and	I	would	like	to	thank	
my	peers	for	being	so	open	to	me.			
	
Set	Design:	
	

	

Image	Three:		Photo	by	
Ronald.		Here	you	can	see	the	
David’s	pictures	that	he	took	
when	he	was	recently	at	The	
Eden	Project	in	the	UK	of	the	
Titan	Arum.		Everyone	said	
that	I	was	so	convincing	when	
I	read	my	research	aloud	that	
I	should	play	the	character	of	
some	sort	of	scientist	or	
botanist.	Possible!		

Stockholm	Bed	Exercise	Pg.	60	from	The	Frantic	Assembly	Book	of	Devising	Theatre:		
The	premise	of	this	exercise	is	to	let	the	ensemble	manipulate	a	couple	in	bed	to	show	
their	emotions	and	ideas.	What	does	it	mean	when	they	sleep	tightly	together?	What	
does	it	show	when	they	are	back	to	back?	As	we	manipulated	the	set	I	directed	this	
exercise	first	without	and	later,	with	masks,	as	a	means	of	discussing	what	kind	of	
relationship	Rachel	and	I	shared	as	husband	and	wife.	Then	we	added	our	son	David	in	
another	bed.		How	did	he	sleep	at	night?	What	his	worries	or	dreams?	This	filtered	into	
our	writing	of	the	actual	script:	the	couple	are	close	but	have	problems.	The	son	is	
happy	but	has	trouble	reaching	out	to	others.	How	will	our	set	help	us	to	tell	the	story?	
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Our	set	became	a	multi	purpose	one.	As	we	evolved	we	learned	we	needed	to	create	specific	as	
well	as	surreal/symbolic	“environments”.	Through	my	mask	research	work	I	became	intrigued	
by	how	only	very	few	actors	took	on	so	many	roles	in	ancient	Greece.	I	had	been	to	Ephesus	in	
Turkey	with	my	parents	for	a	holiday	when	I	was	young	and	although	I	was	too	young	to	
appreciate	it	(which	became	part	of	my	actual	character—he	only	pretend	to	love	archeology	to	
“win	the	girl”).		Earlier,	David	and	I	had	wanted	to	create	a	massive	outdoor	set	in	the	style	of	
ancient	ruins	but	it	wasn’t	practical	at	all	nor	necessary.	The	set	needed	to	transition	between	
our	home	and	Ephesus	and	when	we	agreed	on	an	intimate	space	the	challenge	then	became	how	
to	do	more	with	less.	
	
In	the	images	above	you	can	see	moments	of	our	process.	Constructing	large	blocks/cubes	for	
many	purposes	and	then	working	with	corrugated	plastic	to	create	pillars.	Our	theatre	manager	
needed	to	be	present	to	ensure	that	we	were	safe	although	all	work	was	our	own.	We	painted	the	
blocks	with	a	textured	yellow/beige/brown	that	could	serve	as	rock	and	used	similar	tones	to	
match	the	pillars.	The	very	basics	of	set	design	we	found	in	our	class	resource	text	The	Theatre	
Experience.	Robert	Edmond	Jones,	an	American	set	designer	was	a	big	inspiration	to	me	in	the	
section	on	design	simply	because	he	really	brought	home	the	idea	that	sets	are	not	just	
decoration	but	are	integral	to	everything.	Like	Rachel’s	costumes,	we	had	to	experiment	with	
Ronald’s	lighting.	Rachel	changed	two	costume	pieces	because	they	became	too	absorbed	in	the	
set	colours.	The	following	website	had	very	simple	instructions	on	how	to	make	the	pillars	and	
was	a	great	guide:	
	
http://www.google.com/url?sa=t&rct=j&q=&esrc=s&source=web&cd=1&ved=0CDcQFjAA&url=
http%3A%2F%2Fd3r7smo9ckww6x.cloudfront.net%2F81021_greek_columns_0.pdf&ei=fmvzUa
eSG8KHrAfmn4DwBQ&usg=AFQjCNGbGi‐
vCW22DBUKdSQPssy2IltuFA&bvm=bv.49784469,d.bmk	
	
Painting	was	pure	experimentation	and	although	David	and	I	were	the	main	designers,	Rachel	
and	Ronald	came	in	on	the	weekend	to	lend	a	hand	which	was	highly	appreciated.		The	pillars	
were	too	“perfect”	at	one	point	and	we	simply	used	a	scraper	to	removed	bits	and	pieces.	This	
gave	a	more	dated	effect.	
	
Ah’s	

	
It	was	short,	simple,	and	clear.	The	basic	premise	was	relaxation	and	using	simple	“Ah’s”	as	
building	blocks.	I	honestly	noticed	growth	in	my	peers	over	time.	They	were	not	straining	but	

Image	
collage	
Four	
	
All	
images	
taken	
by	
Ronald	

Earlier	in	the	process,	we	thought	we	might	perform	in	a	large	space	and	I	became	the	vocal	
coach.	I	looked	at	various	YouTube	videos	and	went	through	different	chapters	in	different	
books.	To	be	honest,	I	didn’t	feel	qualified	to	experiment	on	my	peers	and	my	choir	leader	
reminded	me	that	bad	practice	could	cause	damage.	I	found	a	book	called	“Alexander	
Technique	and	The	Voice”.		
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visualized	distance	and	found	natural	breathing	patterns	as	a	means	of	being	heard.	Rachel	and	I	
devised	an	exercise	where	she	gave	us	a	map	of	Ephesus	and	made	us	look	at	videos	to	make	our	
acting	world	more	believable	and	I	focused	on	ensuring	the	voice	was	used	properly	in	the	space.	
Here	are	some	examples	of	me	leading	my	peers	and	also	from	our	work	outside.	
	

	

		

Image	Five:		Here I	am	leading	a	session	on	
five	central	ideas	from	the	Alexander	
Technique	vocalization:		1.	Commanding	
the	coordination	of	full	breathing	2.	
Looking	at	our	own	bad	habits	when	it	
comes	to	breathing	at	speaking			3.			
Learning	that	we	breathe	naturally	and	
don’t	need	to	force	projection		4.	Learning	
to	control	exhalation	through	the	torso,	
back	and	ribs.		5.		Playing	with	the	“ah”	to	
understand	all	of	the	above.	(Dimon,	
Alexander	Technique	And	The	Voice,		pages	
13	and	14.)	

Images	Six	and	Seven:		We	are	rehearsing	lines	from	
our	script	and	applying	the	principles	of	the	A.T.	
projection.	We	are	holding	up	our	hands	to	help	each	
other	visualize	where	the	audience	may	be.	Rachel	and	
I	both	noticed	that	relaxation	was	vital	to	her	
Stanislavski	character	work	and	my	vocal	work.	Ah!	
Section	from	script	Rachel	and	I	worked	on	together:
	
R	in	wheelchair.	P	with	walking	stick.	D	is	a	grown	man.	
Scene	based	on	observations	at	a	home	for	the	elderly	
and	interviews	with	couples	there.	
P:	(as	if	seeing	everything	he	names	in	various	parts	of	
the	room)	
Acaulescent:	stemless	
Accumbent:	a	term	referring	to	seeds	in	which	the	
embryonic	root	is	wrapped	around	and	lies	along	the	
edges	of	the	two	cotylodons		
Acerose:	needle‐shaped	
R:		Will	you	get	me	some	more	tea	angel?	
D:		You	still	have	tea,	mom.	
R:		I	do!	
P:		Achene:	a	small,	dry,	one‐seeded,	indehiscent	fruit	
deriving	from	a	one‐chambered	ovary,	typical	of	the	
Asteraceae	
Acicular:	needle‐shaped,	as	applied	to	some	kinds	of	
foliage	
D:		Dad	seems	happy.	
R:		He	does!	
D:		Shall	I	get	him	his	medicine?	
R:		Oh	those	pills	don’t	help	him.	Just	make	him	sleepy.	
D	exits	and	returns	
P:		Actinomorphic:	radially	symmetrical	
Aculeate:	pointed	or	prickly	
D:	Time	for	some	candy	dad.	
P:			Busy	son.	Busy	trying	to	understand	why	plants	are	
like	people.	
D	pretends	to	eat	the	pills	and	acts	as	if	they	are	delicious.	
R	finds	this	incredibly	funny	and	can’t	stop	laughing.	
Laughing	until	she	cries.	
(Terms	from:		
http://www.calflora.net/botanicalnames/botanicalterm
s.html)	
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How	did	my	soundtrack	
work	actually	come	into	the	performance?	
	
Well,	big	ol’	TOK	kind	of	ethical	discussion	emerged	on	how	to	apply	music	to	our	devised	play.	
Can	we	use	the	music	of	others?	Do	we	need	to	apply	for	the	rights	even	though	we	aren’t	trying	
to	make	any	profit	from	it?	Do	we	have	time	to	write	our	own	music?	In	the	end	I	found	an	
incredible	piece	of	music.	What	was	strange/bizarre/coincidental/fate	was	that	I	was	looking	up	
videos	of	our	stimulus	and	was	watching	this	one	entitled	Life	cycle	of	Titan	Arum	(corpse	
flower)	http://www.youtube.com/watch?v=QYqS8UEzT58.	The	effect	is	eerie	as	it	is	in	fast	
motion	so	you	keep	seeing	the	plant	live,	die,	live,	die	and	it	was	almost	human.	Fit	so	well	with	
our	themes	about	cycles,	love,	what	ifs	and	following	your	own	heart	and	truth.	I	was	
simultaneously	looking	for	music	and	when	I	played	the	song	with	the	video	I	got	chills.	Our	
theatre	teacher	often	used	this	as	his	radar	if	work	was	stunning	or	not.	He	said	there’s	no	theory	
behind	it	but	the	mind,	heart	and	soul	simply	know.	Well,	bingo.	The	song	I	found	was	at	a	site	
called	Jamendo	where	you	could	get	royalty	free	music	and,	actually,	this	project	aside	it	was	a	
great	find!	Why	Change	by	StrangeZero	from	their	album	entitled	Future	Is	A	Choice	You	Make.		It	
can	be	found	at:		
	
http://www.jamendo.com/en/list/a83070/future‐is‐a‐choice‐you‐make‐ep	
	

Images	8‐10:	Rachel	had	taken	us	through	a	long	
visualization,	asked	us	to	watch	videos	of	Ephesus	
and	outside	we	discussed	what	was	where	so	we	
could	transfer	this	real	imagery	to	our	scenes	in	the	
small	theatre.	I	thought	it	was	excellent	because	in	
our	actual	play	I	could	see	the	diverse	terrain	that	
surrounded	us	in	the	two	scenes.	Rachel	had	us	
play	with	an	idea	called	Circles	of	Acting	which	
helped	us	expand	from	very	realistic	personal	
space,	to	a	greater	realm	that	I	felt	stretched	miles	
beyond	our	audience.	During	rehearsals	Ronald	
adapted	her	idea	and	did	this	very	intriguing	
lighting	exercise	that	literally	allowed	us	to	“see”	as	
far	as	was	realistic	for	a	scene.	I	took	Frantic	
Assembly’s	idea	of	using	a	soundtrack	and	played	
different	kinds	of	music	while	we	were	outside.	
Here,	we	are	allowing	our	son	David	to	go	off	and	
play.	In	the	“happy”	take	I	used	light	classical,	
playful	music	which	we	took	into	our	bodies.	In	the	
“tragic”	replay	of	the	scene	I	used	ominous	music	
from	the	soundtrack	from	“The	Hunger”.	Crazy	but	
true:	it	made	our	hearts	beat	faster!	
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I	will	discuss	the	impact	of	the	music	later	in	my	analysis	of	the	clips	I	have	chosen	to	analyze	
from	our	final	presentation.		
	
And	Onto	My	Most	Significant	Contribution:	
	
The	Trestle	Theatre	company’s	Toby	Wilsher	and	his	ideas	about	applying	masks	to	create	
physical	theatre	was	by	far	my	biggest	contribution	to	our	devised	piece.	I	think	Wilsher’s	
exercises	are	transforming.	Ironically,	when	I	first	read	through	several	of	them	I	thought	them	
simple	but	in	actuality	it	was	the	contrary.	I	made	the	mistake	of	imagining	outcomes	before	they	
even	happened.	Here	are	screen	shots	I	took	from	the	ongoing	video	journal	I	made	during	our	
rehearsals	(with	a	thank	you	to	Ronald,	Rachel	and	David	for	helping	record	me	in	action):	
	
	

		
	
	

		
	

Early	in	the	process	of	developing	our	
character	physicality	through	masks	I	tapped	
into	Jacques	LeCoq’s	states	of	tension.	I	had	
encountered	these	briefly	before	at	an	ISTA	
workshop	lead	by	Jo	Scott	but	she	had	her	
own	way	of	sharing	them.	Pages	52‐58	in	
Wilsher’s	The	Mask	Handbook	explore	these	
states.	Later,	I	also	worked	with	scenes	
written	by	Rachel	and	I	asked	all	actors	
which	states	were	most	applicable	for	the	
scenes.	I	share	the	screen	shot	on	the	left	
because	it	served	a	very	valuable	point	to	my	
entire	group	earlier	on.	Here,	Ronald	
“thinks”	he	is	in	a	neutral	state	but	as	we	
discussed	it	his	left	hand	is	curved,	his	head	
is	slightly	forward.	Reminding	me	of	our	
Peter	Brook	discussion	in	Y1,	when	you	are	
onstage	your	body	is	always	saying	
something.		

“Crossing	the	Room”—exercise	from	Wilsher’s	book	
mentioned	above	
	
Students	cross	from	room	facing	the	audience.	The	turn	
at	some	point	along	the	way,	and	need	to	not	turn	their	
backs	to	the	audience.	
	
Hold	mask	up,	pull	the	face	of	the	mask	onto	their	own	
face.	How	does	it	make	them	feel?	Find	a	walk	to	suits	the	
face,	finding	a	speed	and	rhythm	of	movement	that	
creates	a	simple	sense	of	character.	Repeat	the	first	
exercise.	Instead	of	turns,	give	a	simple	action	halfway	
that	contradicts	the	character.	Grumpy	mask	finds	a	50	
euro	note.	Needs	to	show	elation	physically	without	
changing	the	face.	Mask	and	countermask.	
	
This	affects	our	blocking	for	the	final	presentation.	
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In	the	scene	that	Rachel	wrote	based	on	many	games	
and	improvisations	her	character	and	mine	are	
discussing	why	we	couldn’t	keep	the	child	she	is	
pregnant	with.	Love	relationships	was	a	major	idea	
from	our	stimuli	and	research	thereafter.	We	read	
several	articles	about	people	in	love	who	died	often	
minutes	apart	even	if	they	were	miles	apart	(this	really	
did	come	from	that	big	plant!).	Rachel	told	me	she	was	
feeling	the	emotions	in	her	heart	and	mind	but	didn’t	
think	it	was	translating	to	her	body.	Mask	work	to	the	
rescue!	And	one	can	see	this	physicality	come	alive	in	
our	final	performance.	

Wilsher	refers	to	the	need	for	inner	
monologues	in	several	sections	of	his	book.	I	
would	like	to	clarify	that	there	is	a	great	deal	of	
information	on	masks	and	ample	exercises	to	
be	found	in	books	and	on	the	Internet.	But	as	I	
found	actual	Trestle	masks	in	our	theatre	
supply	room	and	the	book	was	so	beautifully	
laid	out	/explained(and	I	barely	touched	the	
surface;	I	could	have	lead	mask	workshops	for	
months)	this	text	became	my	lifeline.		I	found	
there	was	a	great	parallel	to	mask	work	
exercise	revealing	inner	monologues	and	
Rachel’s	work	we	did	with	objectives	and	
subtext.	In	this	screen	shot	both	Rachel	and	I	
are	coaching	David	while	Ronald	moved	the	
blocks	around	to	define	the	space	to	work	with	
his	lighting.	This	is	David	expressing	how	his	
character	as	a	young	man	felt	about	ever	
meeting	the	right	person	to	share	his	life	with	
also	in	the	script.	I	supplemented	the	exercise	
with	“Getting	Interviewed”	from	Mask	
Characterization	An	Acting	Process	pages	74‐75	
by	Libby	Appel.	Once	again,	reminded	me	of	
character	exercises	lead	by	Rachel.		Probe.	

Early	in	the	process	I	had	the	actors	choose	
masks	that	they	thought	best	represented	their	
emotions	at	various	points	in	the	script	and	
asked	them	to	study	them	intensively.	I	then	
asked	them	to	play	with	them	while	
performing	while	the	rest	of	us	sat	on	the	floor,	
stood	up,	or	looked	on	from	various	angles.	
The	faces	of	the	masked	changed	drastically.	I	
thought	this	was	vital	to	reaching	our	target	
audience	as	we	had	to	use	our	bodies	to	ensure	
the	mask	was	saying	what	we	wanted	it	to	say.	
	
My	screen	shot;	Ronald	operating	camera.	
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Here,	a	mask	that	was	quite	angry	looking	
when	David	first	explored	and	reacted	to	it,	
actually	looks	quite	hopeful	or	forlorn	when	
David	changes	its	angle.	
	
	
My	screen	shot.	

During	some	Boal games	lead	by	
Ronald	I	had	an	epiphany	that	the	
masks	he	was	using	are	still…	
masks.	There	was	a	great	discussion	
about	how	this	could	become	our	
opening	scene	as	originally	I	thought	
that	the	mask	work	was	only	going	
to	help	us	with	our	physicality	but	
the	others	said	it	was	too	precious	
not	to	include	and	Rachel	and	I	had	
both	wanted	a	performance	that	
was	not	only	realistic	but	also	
symbolic.	We	used	these	masks	
under	the	Trestle	masks	at	the	
beginning	to	show	that	even	under	
our	own	masks	of	who	we	are	there	
are	other	layers.	Rachel	felt	this	fit	
with	her	subtext	work.	We	are	
hopelessly	trying	to	connect	here	
but	do	a	much	better	job	some	two	
weeks	later.	(My	screen	shot)	

The	story	develops….My	character	(left)	is	
a	very	cerebral	botanist	who	is	often	more	
caught	up	in	his	study	of	plants	than	
anything	else.	He	has	more	than	one	
passion;	more	than	one	love.	Underneath	
these	masks	are	the	blindfolds.	Earlier	I	
mentioned	the	exercise	called	Crossing	
The	Room	from	Wilsher’s	The	Mask	
Handbook	pg.	47		and	here	you	see	us	in	
action	trying	to	express	our	ideas	but	on	
the	horizontal	plane.	My	screen	shot;	
Rachel	at	the	camera.	
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“Exploration,	collaboration	and	the	development	of	the	piece”	
	
Reflections	based	on	reviewing	video	footage:	
	

My	workshop	was	extremely	successful	and	provided	several	insights	into	the	use	of	
masks.	I	learned	that	even	when	masks	present	a	certain	emotion,	that	emotion	can	be	either	
amplified	or	contradicted	by	the	performer’s	physicality	and	actions.	The	contradictory	
physicality	was	especially	effective	after	a	physicality	was	presented	that	aligned	with	the	mask’s	
appearance.	I	did	grow	to	grasp	that	even	when	a	performer’s	physicality	was	directed	towards	a	
certain	emotion	or	expression,	the	mask	will	still	distort	the	performance.	For	example,	Ronald	
experimented	with	a	happy	mask	and	at	one	point	completely	changed	into	a	sad	physical	stance:	
the	juxtaposition	between	the	mask	and	this	physicality	wasn’t	jarring,	but	instead	was	
somewhat	unnerving.	Masks	themselves	are	not	necessarily	dramatically	constricting	and	could	
thus	be	used	to	create	layers	in	performances	and	contradictory	and	confusing	emotions	for	
audience	members.	The	physical	performances	were	most	effective	when	the	entire	body	was	
being	used	to	convey	the	expressions.	
	 In	order	to	test	further	the	extremely	positive	results	of	the	workshop,	I	decided	to	re‐
run	it	in	front	of	other	theatre	students,	on	stage	while	they	watched	from	the	audience.	Although	
the	performances	were	almost	exactly	the	same,	the	perception	from	the	audience	was	extremely	
different	for	some	members,	due	to	the	wide	effect	that	a	chance	in	angle	or	perspective	can	have	
on	a	mask.	David’s	mask	for	example,	which	had	almost	a	leering	quality,	was	extremely	effective	
when	glaring	at	audience	members	but	had	relatively	little	impact	when	in	profile.	
	 The	performers	also	expressed	concerns	about	the	comfort	of	wearing	the	mask,	and	
Ronald	especially	was	concerned	with	breathing.	Certain	masks	themselves	were	more	
comfortable	than	others,	but	it	is	important	that	ensuring	masks	are	the	correct	sizes	and	shapes	
for	each	performer,	as	the	mask	and	the	performer	need	to	merge	in	a	same,	to	become	one	and	
the	same.	My	major	concern	is	that	performers	are	less	audible	while	wearing	masks,	a	problem	
compounded	by	the	fact	that	their	mouths	are	not	visible.	Characters	in	masks	seem	more	

	Our	blocking	for	the	first	and	final	scene	are	near	finalized	on	the	left.	David	and	
Rachel	have	both	adapted	the	neutral	
position	beautifully	as	my	character	comes	
to	life.	We	are	still	working	on	
synchronicity	which	actually	became	
easier	with	the	music/soundtrack	that	I	
found.	David	is	in	the	centre	to	show	he	is	
the	son.	We	are	trying	costumes	Rachel	
found	to	show	our	status	and	place.	I	am	
considering	many	questions	that	arose	
during	discussions	about	who	we	are	as	
characters.	The	book	is	a	symbolic		
prop.	Rachel	made	me	carry	it	around	
school	for	an	entire	day	saying	I	would	feel	
more	attached	to	it.	Found	it	more	of	a	
nuisance	until	I	left	it	in	the	caf	at	lunch	
and	had	a	mild	panic	attack	looking	for	it.	
Point	taken!	(My	screen	shot	from	video)	
	
On	the	left—photo	by	Ronald—is	the	
origins	of	the	scene	when	Ronald	lead	us	
through	a	Boal	game	called	The	Vampire	of	
Strasbourg.	Was	to	develop	trust	but	I	look	
terrified!	
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enigmatic,	and	indeed,	the	voice	can	be	used	in	an	additional	juxtaposition	to	the	mask	and	the	
body	to	enforce	the	outward	appearance	of	the	character	or	to	juxtapose	against	it.		
	 A	very	believable	moment	occurred	when	the	characters	of	David	and	Ronald	interacted.	
The	two	contradictory	characters	had	a	non‐verbal	exchange	that	felt	surprisingly	natural.	Part	of	
this	moment	was	likely	due	to	the	fact	that	both	performers	had	masks,	and	so	it	seemed	that	
both	were	part	of	the	same	world:	there	wasn’t	a	clash	between	real	and	unreal	that	emerged	
later	when	one	performer	was	masked	and	one	was	not.		
	 I	also	enjoyed	the	workshops	held	by	David	and	by	Rachel	on	other	sides	of	our	
performance.	David	worked	on	improvisation	techniques,	which	involved	Rachel	and	I	acting	
through	several	unplanned	scenes	making	up	objectives.	The	major	problem	with	this	was	the	
danger	of	the	choices	we	had	made	as	part	of	the	improvisation	coming	into	conflict,	such	as	
when	she	decided	we	would	be	siblings	and	I	decided	that	I	wanted	a	honeymoon.	As	such,	David	
agreed	that	such	exercises	would	be	better	with	a	script.		
	 Meanwhile,	Rachel	worked	on	developing	subtext.	As	part	of	her	workshop,	she	gave	
each	of	us	specific	goals	to	keep	in	mind	while	we	interacted	in	a	particular	setting.	Not	only	did	
we	have	to	make	obvious	our	goals,	but	we	also	needed	to	elucidate	the	setting	as	well.	As	such,	I	
found	this	a	rather	challenging	task	but	nonetheless	a	rewarding	one.	Once	again,	Rachel	agreed	
that	scripting	would	make	our	scenes	far	more	fleshed	out	and	coherent.		
	 We	have	also	been	working	on	constructing	the	set.	In	line	with	other	naturalistic	plays	
such	as	“Master	Harold”…	and	the	boys,	we	have	settled	on	a	minimalistic	set	that	uses	the	motifs	
of	the	Ephesus	throughout.	This	is	not	only	for	dramatic	effect	but	due	to	the	small	number	of	
performers	and	the	limitations	of	time	for	set	changes.	For	the	same	reasons,	the	costumes	were	
also	chosen	to	be	minimalist,	with	only	subtle	costume	changes	showing	the	passage	of	time	and	
changes	of	scene.	
	
Performance	for	our	teacher	and	peers:	
	

All	in	all,	I	was	pleased	with	how	the	performance	went.	We	only	had	a	few	slight	errors,	
mostly	in	lighting	because	of	the	difficulty	in	coordinating	lights	and	music.	For	example,	in	one	
scene	the	lights	were	supposed	to	come	back	up	on	David	as	he	went	to	give	me	a	letter,	but	
instead	the	lights	went	down	and	he	had	to	stumble	around	the	dark.	However,	the	audience	
didn’t	notice	these	small	glitches	and	they	hardly	detracted	from	the	work	as	a	whole.	A	bigger	
concern	I	had	was	that	the	fact	that	each	scene	was	presented	a	second	time	as	an	alternate	
possibility	would	be	lost	on	the	audience,	and	I	feel	that	perhaps	this	would	be	more	clear	if	there	
was	more	consistency	in	our	choices.	For	example,	in	the	first	scene	between	Rachel	and	myself	
as	lovers,	she	goes	into	a	neutral	pose	at	the	end	to	indicate	that	change	and	she	walks	offstage.	
Later	on,	the	change	between	the	scenes	with	us	as	elderly	people	and	the	corresponding	
alternate	reality	where	we	are	no	longer	alive	is	marked	by	a	blackout.			Based	on	feedback,	I	feel	
like	a	consistency	of	decisions	in	this	regard	would	have	been	clearer	for	the	audience	in	general.	
One	major	discovery	was	that	you	can	put	hours	and	hours	of	work	into	a	single	minute	on	stage	
and	should	not	expect	that	work	to	be	appreciated.	The	audience	sees	and	evaluates	the	product.	
I	am	grateful	to	David	and	Rachel	as	I	had	great	feedback	on	my	character	acting.	The	hardest	
part	was	that	our	play	is	26	minutes	long.	We	felt	sick	about	this	but	better	we	learn	this	now	
than	later.	Truth	be	told	we	hadn’t	timed	it	previously	but	thought	(ha	ha)	that	it	was	more	like	
ten.		Ronald	has	volunteered	to	edit	our	script	and	that	was	a	massive	relief.	Rachel	and	I	feeling	
too	close	to	it	right	now	and	as	he	has	worked	more	behind	the	scenes	he	will	the	most	objective.	
	
Analysis	of	Our	Final	Performance:	
	
Old	Age	10:20‐11:20	
	
Although	a	short	piece,	I	felt	I	was	able	to	show	a	range	of	emotions	throughout.	Earlier	I	am	very	
romantic,	later	a	caring	father	or	uncaring	father	(we	use	a	cyclical	motif	based	on	fate	or	what	
if?)		Perhaps	most	intriguing	to	me	was	the	scene	in	which	I	had	to	play	an	elderly	man	which	is	
the	one	I	have	chosen	to	share	a	minute	of	here.	I	wanted	to	convey	both	the	joy	and	sadness	that	
accompanies	aging.		I	thus	chose	to	portray	the	character	as	amusingly	eccentric	in	a	mad‐
scientist	kind	of	way.	Whereas	before	I	had	been	using	Rachel’s	Stanislavsky	technique	of	
maintaining	some	kind	of	subtext	for	the	character,	this	part	of	the	play	for	me	departed	from	
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that,	as	this	was	a	character	that	was	at	this	point	in	a	way	wholly	innocent,	or	ignorant	perhaps.	
This	old	man	barely	knows	what’s	going	on	around	him	and	is	perhaps	happier	for	it	–	a	kind	of	
ignorance	is	bliss	scenario.	As	such,	the	comedy	is	bittersweet,	because	there’s	an	inherent	
sadness	in	how	little	he	understands	about	his	life	now,	how	powerless	he	is	in	a	way	to	control	
things.	However,	the	ultimate	feeling	is	one	of	happiness	because	of	how	David	and	Rachel’s	
characters	respond	to	mine,	with	laughter	and	fondness.	Ronald	made	sure	David	read	the	line	
about	getting	me	pills	in	a	particular	way	that	would	not	suggest	frustration	and	instead	suggest	
an	easy	complacency	with	the	situation	–	an	overriding	acceptance.	Because	my	character	was	
such	a	tabula	rasa,	devoid	of	any	real	subtext	or	ulterior	motives,	the	responses	of	the	other	
characters	was	that	much	more	important.	Concern	over	my	condition	would	have	dramatically	
shaped	the	perception	of	my	character.		Although	old,	I	feel	little	or	any	state	of	tension.	
	
I	was	concerned	about	the	fact	that	I	was	supposed	to	used	the	same	walking	stick	as	a	prop	that	
I	was	seen	with	earlier	when	Rachel	and	I	meet	as	young	adults	at	Ephesus	and	would	be	used	
later	as	an	elderly	man	and	that	it	would	appear	silly,	but	Ronald	eventually	convinced	me	that	it	
would	be	part	of	the	continuing	motif	and	would	better	establish	the	setting.	In	the	final	
performance,	it	did	just	that.	I	used	a	lot	of	my	own	mask	techniques	to	define	him	physically	and	
create	an	inner	monologue	or	landscape	of	what	is	going	on	in	his	head.		Rachel	also	guided	me	
with	observations	she	took	while	interviewing	individuals	at	the	senior	citizen’s	home	next	to	
our	school.	She	chose	simple	costume	pieces	to	show	time	and	age.	We	had	very	fast	changes	
usually	in	pitch	darkness	that	required	a	great	deal	of	rehearsal	and	trust	and	earlier	games	lead	
by	all	of	us	helped	us	feel	safe	with	one	another.		The	arrangement	of	the	set	here	represents	our	
family	home.	Our	child	is	now	the	parent	in	a	sense	who	takes	care	of	us.	
	
Although	Rachel	was	our	main	writer	and	Ronald	the	main	script	editor,	I	did	help	Rachel	write	
this	scene	and	it	familiarized	me	with	the	kind	of	language	my	character,	a	botanist,	would	know.	
It	also	made	memorization	easier.	I	include	an	excerpt	from	this	on	page	7	of	my	portfolio.	
	
	
Final	Scene—Back	to	The	Beginning				11:23‐14:23	
The	final	scene	between	Rachel,	David	and	I	was	very	important	to	me.	I	felt	that	the	masked	
scene	depended	more	on	clever	direction	and	staging	than	acting	due	to	its	abstract	nature	and	
our	general	deadpan,	and	that	it	required	symbolic	movement.		
	
In	this	clip,	the	scene	has	just	ended	where	our	son,	David,	looks	at	the	empty	wheel	chair,	chair	
and	room	that	was	his	family	home.	He	sees	his	parents	are	no	longer	there;	we	have	passed	as	is	
the	cycle	of	life	that	has	been	a	theme	in	our	devising.	The	neutral	walk	(from	my	states	of	
tension	workshop)	he	uses	as	he	leaves	was	a	motif	we	used	to	inform	the	audience	that	a	
transition	is	about	to	occur.	Ronald’s	lighting	fills	the	room	here;	he	employs	a	full	wash	to	show	
“the	home”	in	previous	scenes	as	well.	You	can	see	how	the	blocks	and	pillars	of	Ephesus	are	
rearranged	in	a	family	home.	Rachel	put	together	frames	and	pictures	of	the	titan	arum.	Early	in	
our	piece,	when	Rachel	and	I	meet,	we	have	a	discussion	about	the	plant	at	Ephesus.	My	
character	is	a	botanist	who	has	been	studying	it	and	is	impressed	that	Rachel	knows	so	much	
about	it	as	well.	Much	of	my/our	previous	brainstorming	and	facts	uncovered	about	the	plant	are	
placed	in	the	dialogue	so	that	the	audience	is	cognizant	of	the	role	it	plays	and	why	the	pictures	
are	there;	they	serve	as	a	reminder.	
	
The	mask	and	movement	work	that	follows	represents	the	family	and	the	plant	as	well	as	the	life	
cycle.	But	this	time	when	the	masks	are	removed	there	are	no	blindfolds	underneath:	death	has	
no	subtext;	it	is	a	reality.	I	wanted	the	movement	here	to	represent	the	video	I	saw	that	showed	
the	plant	die	and	resurrect	in	fast	time.	I	don’t	expect	our	intended	audience	to	get	this	but	I	do	
expect	them	to	understand	that	the	fall,	and	rise	again,	is	about	life	and	death.	David,	our	son,	
tries	to	hold	on	to	his	parents	but	cannot.	By	this	point	we	hope	the	audience	feels	an	attachment	
to	the	characters	because	of	our	other	scenes	spanning	their	first	meeting	until	now;	I	strive	to	
create	a	feeling	of	nostalgia	one	might	say.	Although	the	sad	story	of	a	plant	that	only	lives	for	a	
few	days	and	is	reborn	every	few	years	and	articles	about	people	who	love	each	other	and	die	so	
soon	after	each	other	may	seem	morbid,	on	the	contrary,	we	were	touched	that	love	can	be	so	
meaningful.	Perhaps	not	well	caught	by	the	camera	is	that	we	are	smiling	and	looking	at	each	
other	lovingly	as	the	lights	fade	for	the	last	time.	
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Example 8

	 15

The	music	I	chose	has	a	haunting	feeling	and	the	powerful	words	of	the	Indian	spiritual	teacher	
Jiddu	Krishnamurti	and	part	of	this	song.	He	challenges	the	audience	to	consider	what	is	really	
important	in	life,	and,	for	us,	it	was	love	as	cliché	as	it	may	sound.	The	music	and	movement	in	
relation	to	the	flashing	lights	show	that	we	each	have	moments	when	we	“shine”	and	“fade”	in	
real	life.	Trestle	masks	are	used	and	the	action	is	mainly	centered	and	focused	towards	our	
intimate	audience	in	an	intimate	space.	From	plays	I	have	seen	myself	I	found	the	closer	I	was	to	
the	stage	the	more	I	felt	connected	to	the	performers	and	I	have	actually	preferred	plays	that	
were	not	in	huge	mainstream	theatres.	As	the	final	words	are	heard	of	“You	really	don’t	care”	we	
actually	want	the	audience	to	think	to	themselves,	“No,	I	DO	care.”	
	
The	prop	that	I	use,	the	book,	is	a	signature	prop	my	character’s	obsession	with	his	work.	At	the	
end	he	lets	it	fall	showing	the	people	in	his	life	are	more	important.	All	of	the	character	work	that	
David	and	Rachel	did	with	me	is	in	my	mind	here	and	I	feel	I	am	able	to	bring	forth	truthful	
emotions	through	my	mask	work	and	their	challenge	to	me	to	explore	myself	and	my	character	
reflectively.		
	

		

After	the	final	performance	
during	audience	Q	and	A.	The	
happy	family.		:	)	
	
Photo	by	Ronald	
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50 More Excellent Extended Essays

 

The Bread and Puppet Theatre Company’s use of puppetry methods to communicate a social critique about 
xenophobia in three of their plays
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