Y11-12 Transition Pack: Drama

Task 1: Ancient Greek Theatre

We will be exploring Ancient Greek Theatre in year 12 so read the below and create
colourful, useful revision notes to help you remember what theatre was like 2500
years ago!

Original Performance Conditions

Original performance conditions

Lysistrata would have been performed as part of the Theatre of Dionysus festival. A large audience
would gather on the raked seating in the natural hill of the Acropolis. The closeness of the play’s
setting and the location of the theatre reinforced ideas of audience interaction. The actors in a
comedy would have addressed the audience directly and there was probably physical interaction
as well. It is believed that the spectators at the theatres were all men, and they would have been
targeted for the sexual humour. The conventions of performance, such as mask wearing, would
have been referred to and mocked in comedies. The presence of the large penises as part of the
costume would have been essential to the comedy. The vocal delivery in comedy would have been
more realistic than tragedy, with the use of local dialects and accents increasing the comedy for
the audience. Gestures would also have been more realistic, allowing for moments that parodied
the more stylised tragic gestures to be highlighted for comic effect.

-The Dionysia festival was held in honour of the god Dionysus (the Greek god of fertility and wine.
Ritual /worship was an integral part of the daily routine/ God held in awe

-The plays shown in these festivals were in theatrical competition with each other. They were
potentially held to foster loyalty between the differing tribes and factions within Athens

-During the festival law courts, governmental and municipal business suspended and rural
neighbours would leave their homes and flock to the city

-The Athenian prisons would even release inmates for the festival so that they could attend the
processions and plays

-Theatre was highly regarded and a key part of social living, therefore a perfect avenue to speak to
the Greek people (communicate a message). The theatre was a forum for exploring contentious
political issues

-Actors in fourth-century Greece were well-respected artistes and celebrities, in demand and often
well paid. (In contrast to what we know about Shakespearean theatre.)

-Custom for women to stay at home so the only women to see the play would have been slaves



Greek Theatres

e The plays took place in a huge open-air bowl-shaped arena theatre built into hillsides
(AMPITHEATRES) for audiences of 15,000.

e Designed for excellent acoustics
So huge that all actors wore masks to show some sense of facial expressions

® The Greeks believed that architecture was based on mathematical principles. They built
beautiful temples.

e Temple roofs were held up by stone columns and decorated with friezes (a broad horizontal

band of sculpted or painted decoration, especially on a wall near the ceiling) with carved

stone figures.
e Theatre was built in front of the acropolis Rock (on which stood the pantheon (temple) and
the treasury (Citadel)

Skene

Parts of a Greek Theatre

Orchestra-Usually a circular space made of hard earth or stone for dances, acting and religious
rites to take place. In the middle of an Orchestra there was often a Thymele or altar.

Theatron- Where the spectators sat. Often wrapped around a large portion of the orchestra.
Sat on cushions or boards and later marble seats.

Skene- The building behind the stage (Orchestra). The theatre of Dionysus in Athens was
probably raised only two or three steps above the level of the orchestra. Skene was usually
decorated as a palace, temple or any other building, depending on the location and needs of
the play. There was also access to the rooftop from behind the skene. It was interesting for
actors who were playing Gods or any other characters, such as the watchman in Agamemnon
who could appear on the rooftop if it was needed in the plays.


http://www.bbc.co.uk/schools/primaryhistory/ancient_greeks/arts_and_theatre/glossary/index.shtml
http://www.bbc.co.uk/schools/primaryhistory/ancient_greeks/arts_and_theatre/glossary/index.shtml
http://www.bbc.co.uk/schools/primaryhistory/ancient_greeks/arts_and_theatre/glossary/index.shtml

Parados- The paths to the stage. Hearalds/messengers etc made their entrances and exits
through the Parodos.

Stage-Left/Stage Right- It was believed that Stage-right was the path leading to civilisation,
while stage left was the path leading to nature and the forest.

Proskenion- Raised platform in front of the skene, on which the actors perform.

Audience Seating
e Staircases divide the auditorium into thirteen wedge-shaped sections of seating.
e Stone seats in the front row are for people of high importance.
e The higher your social status the better view of the play you could expect to get. Women
and slaves sat at the very back of the theatre.
e In front of the women and slaves, men sat according to class e.g. highest social class at the
front of the theatre

Set/Props
e The Skene was painted to suggest’ a location/roof used for
higher level/doors used to suggest entering a building
e Skena Ductilis- A pair of painted, movable screens to show
scenery. Could be opened + pushed to either side of the stage.
e Pinakes- Painted flats used to show the scenes location
e Periaktoi designed by Sophocles, three-sided, revolving scenic

device for quickly changing the scenic background. By rotating
the unit, three different painted "looks" could be revealed to /
the audience. B
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e Thyromata, doors in the skene used for entrances and exits
e Okribas- A temporary raised wooden platform; for important speeches
e Crane called a Mechane was used to fly in Gods.
e Ekkykléma, a wheeled platform often used to bring dead characters into view for the
audience
Lighting

® Productions used the main theatre layout of ‘theatre in the round' and plays were
performed at high noon when everything was illuminated.

e Stage floors were RAKED upward slightly from the front to back, in order to contribute to
the perspective illusion, and also made the actors more visible to the audience who were at
the front row seats which was on the flat floor level.

o They used large parabolic mirrors with the sun's light to alter the lighting for their plays and
focus the audiences attention on key areas of the stage.

e |[f they wanted to establish any type of moods then there would be an intermission until the
'time of day' and sun's angle suited the need for the production.



Sound

Fire Torches were used more as a prop in order to heighten the power of the appearance of
certain passages or characters.

Amphitheatres were huge open-air bowl-shaped arenas built into hillsides for excellent
acoustics- cleverly constructed to transmit even the smallest sound to any seat.
The masks worn by the actors had special mouths that acted as megaphones so their voices

were amplified around the theatre

Ancient Greek theatre used incidental music (music used between scenes to or to enhance
significant moments)

Various percussion instruments would have been used including; flutes, lyres (a string
instrument, like a U-shape harp), horns, drums and bells

The traditional Greek Chorus, which used rhythmic dancing and chanting was often
accompanied by small drums and bells

Salpinx (trumpet like horn) used to mark key characters entrances

Pebbles in a bronze jar believed to simulate thunder.

Aristophanes wrote monodies into his plays — lines in the script that were meant to be sung
Greek music was a way to express the Gods and the world around them

Dithyrambs (Greek hymns) were sung and danced in honour of Dionysus

All men were expected to learn how to participate in both musical and theatrical events as
spectators and as participants

Costume

Costume very important to help audience determine gender or social status

Early productions used body paint- moved to animal skins, ears, fur and feathers

Colours used to suggest gender/status (in tragedy-so we assume they may have for comedy
also) - Royalty —Purple, Priests- White, Young Maids- Yellow, Death- black wings and large
sword, Foreigners- more lavish costume

There were no female actors in this time and men played both sexes. Males often wore
large artificial genitals on their costumes to heighten their masculinity

Large leather breasts and exaggerated phalluses were used. Short cloaks were sometimes
worn to expose padded buttocks.

‘Prosterneda’- a wooden structure in front of the chest to imitate breasts

The men wore kneehigh boots called ‘Kothornoi’

Costumes would have been traditional Greek robes in rich colours like red or gold

Masks- All actors wore masks so they could swap identities with ease.

Although there are twelve or fifteen members of the chorus, they all wore the same mask to
represent one character.

In Comedy plays-masks had smiling or leering expressions.

Masks were personalised for each lead character with an emotion so the audience knew
how that they were feeling.



The masks were most likely made out of light weight, organic materials like stiffened linen,
leather, wood, or cork, with the attached wig consisting of human or animal hair. (Golden
hair for some, white for the elderly and cut short for slaves and characters in mourning.)
Chiton, a sleeveless tunic belted below the breast was worn. The hemateon, draped around
the right shoulder. The chlamys, or short cloak, worn over the left shoulder

Acting Style

Actors had to use extended gestures so the audience of 15,000 could see them.

Actors had to bellow to reach the further audience members.

Only three lead actors were used and so multi-roling was used.

All main characters were played by male actors, (i.e. Lysistrata) with the exception of
choruses which could have been both genders

Comedy plays used an almost burlesque style (Absurd/Comically exaggerated imitation of something)
Characters entered with stately march, sometimes singing or in small groups.

The Greek Chorus was made up of 24 actors in comedies who behaved as narrators/crowds
of people offering summaries and comments on the plays themes

They spoke, moved, danced and sang as one. Choral passages were sung and danced in
unison, sometimes divided into two groups.

To be seen and heard they used techniques such as exaggeration, synchronization, echo,
ripple, physical theatre and the use of masks to aid them

They wore masks with exaggerated facial expressions to communicate the Chorus’ mood
Strophe/Antistrophe- The words spoken by the chorus were in verse. The chorus would
speak the strope whilst moving right to left, and the Antistrophe while moving left to right
Sometimes chorus exchanged dialogue with the main characters, rarely individual speaking

In Greek Old Comedy, an actor speaking for the author might cajole, advise, or challenge the
spectators (breaking the fourth Wall)



Task 2: KNEEHIGH THEATRE COMPANY

We will be exploring Kneehigh theatre Company so read and revise the following info
and complete a thought shower of their key ideas

First, search google images and videos of some of Kneehigh’s work to get a sense of what they do:
Use this list of shows to help you research:

Hansel and Gretel 2009

The Wild Bride 2011

Steptoe and Son 2012

Dead Dog in a Suitcase 2015 (2019)
946 Adolphus Tips 2016

The Tin Drum 2017

The Flying Lovers of Vitebsk 2018
Fup 2018

Practitioner: Kneehigh

Formed: 1980.
Artistic directors: Mike Shepherd and Emma Rice.
Occupations: Theatre director and Designer.

Vision for theatre: Theatre should be a memorable, community event that takes place in a
charged space, where stories are shared with a spirit of joyful anarchy.

Style: Kneehigh claims not to have a formula as the company feels this would restrict the
creativity of new projects. But it takes inspiration from the storytelling tradition and magical
realism, where everyday worlds are created with a twist of the fantastical.

Cornwall and beyond

Shepherd, from Cornwall, had failed several auditions in London. This experience motivated
him to return home to make his own theatre. As a result, in 1980 Kneehigh was founded.

It began as a response to the Cornwall countryside and was a playful interaction with the
elements. Early performances took place in their natural surroundings - for example, the end
of a woodland path, cliff tops or in the open-air Minack Theatre, near Penzance. This exposure
to the elements gave the company’s performances a wildness and an anarchy.

Kneehigh began by making theatre for the community in the community - performing in
schools, village halls and marquees. The audiences and their environment led the company

to create theatre that drew on storytelling traditions. The story is central to Kneehigh's work
and these stories respond to their Cornish environment. The spirit of the country village

and the community is brought to every show, with performers treating the audience with

the generosity of a friend confiding in trustful intimacy. This way of treating the audience is
combined with a playful, wild anarchy that creates conflict and intrigue. The actors achieve this
relationship with the audience because of the camaraderie between members of the company.



Despite its cultural and spiritual home being Cornwall, Kneehigh has become a touring company
of national and international renown. It has not sought a fixed residency, although it has
acquired a portable tent theatre space known as the Asylum - a place of refuge and anarchy.

Key ideas

Kneehigh's ideas evolve and adapt with each new production. The company is reluctant to
declare a methodology or conventions it follows; it feels that a rigid approach would restrict
the ability to make every production live and fresh. A closer look at the company’s production
history and records of its process does reveal patterns that repeat and could be identified as
central ideas. But who knows what Kneehigh may come up with in the future!

« Wondertales: Storytelling is at the heart of a Kneehigh production. The story, not the play,
is the priority and the actors can be considered story-servants. Its most famous productions
(for example, The Red Shoes) are created out of fairytales or what it has come to refer to as
wondertales. Wondertales provide the company with a world of theatrical ideas to adapt and
create into a production. The skill of the traditional storyteller is expanded and exploded into
a multi-sensory production.

« Superstructure: Every story has a superstructure. These are the themes and major
narrative arcs that the production must present. All elements of the production come
together to support the communication of the superstructure. The production is developed
collaboratively and emerges through rehearsals, but is tied together by the superstructure:
What story are we trying to tell? Why are we telling this story?

« Multimedia and puppetry: Kneehigh wants to transport the audience to a world they
didn’t expect. This is achieved through the use of live music, recorded sound, projection and
puppetry. The approach allows them to create magical worlds that help to tell the story. It
also makes the theatre accessible and relevant to contemporary audiences. The company’s
production of Brief Encounter used a huge, cinematic video projection and the sound of
recorded Cornish waves to create the dream-like memory of the protagonist.

« The event: Kneehigh wants the theatre to be a memorable event. To achieve this, the
company takes its productions beyond traditional performance ideas. The event starts
before the performance and goes on after it. For example, the actors remain in role to serve
audience members their refreshments post-performance. This notion of the ‘event’ is being
explored further with the introduction of the Asylum, the company’s own versatile space. The
performance is just one element of the event, with shows followed by music and dancing.

« The charged space: This is important for the success of Kneehigh's irreverent and playful
productions. The charged space is created with a welcoming, communal and sociable
atmosphere. It is aesthetically pleasing, creating a child-like spirit of investigation and
discovery. There is a story to the space that forces a sense of enquiry that supports the story
of the performance. The charged space is accessible to the elements. Many of Kneehigh’s
early productions were outdoors and ‘site-specific’, responding directly to the environment
and the elements. Current productions take place in the Asylum, which lets in natural light
and amplifies the sounds of rain and wind.

A Kneehigh production concept

If you choose Kneehigh as your practitioner you must be able to refer to the company’s
theories in your own production concept. You should make reference to how you would use
Kneehigh's key ideas to develop a production concept that is a community event that delights
in joyful anarchy. Below is an overview of the conventions of Kneehigh's past productions that
you can adopt and adapt for your written exam.



Acting: Kneehigh considers actors to be story-servants. They are multi-skilled performers who
use dance, music and acting to help tell the story. The characters of Kneehigh productions
have an instability that the actor must capture. This encourages a sense of the live experience
for the audience. The performers must remain in the present moment and acknowledge the
presence of the audience. There is no ‘fourth wall’ (the imagined divide between the acting
space and the auditorium), as the actor’s role is to share the story with the audience in a
trusting, mutually rewarding experience.

Venue: A large tent that is exposed to the elements. Natural light is used by Kneehigh to
create elemental atmosphere - such as when the sun sets.

Lighting and projections: Technical lighting is key to creating the world of the story,
defining space and creating atmosphere within the worlds of the story. These will
complement and enhance the use of natural light. Each show should be designed as an
integrated part of the devising/rehearsal process. Video projections will allow for dream-like
worlds to be created.

Set and props: The sets should be aesthetically pleasing and follow constructivist principles
where one or two simple structures represent the worlds of the story. Height and depth
should be fully utilised to stimulate a sense of wonder in the audience. Sets and props are
often inspired by magical realism, as they point to the realistic and everyday but have an
exaggerated and magical quality.

Sound and music: Recorded sound effects should be used to create atmosphere and support
the world of the story. Both live music and recorded music can be used. The sound design and
music often give productions the feeling of a festival or a concert.

« Costume: Kneehigh looks for inspiration in the traditional clothing of its Cornish heritage.
The company also creates costumes inspired by magical realism, as they can be identified as
everyday but have one or two elements that are exaggerated and fantastical.

Legacy

Kneehigh continues to make work and has grown into a company with a national and
international reputation - largely because it takes inspiration from its own history and
surroundings. Its legacy is yet to be known, but one of its joint artistic directors, Emma

Rice, became the artistic director of the Globe Theatre in London in 2016. In a similar way

to Kneehigh, the Globe has to respond to the elements and celebrates the playfulness and
anarchy of the live theatre experience. Kneehigh's legacy will be the model it provides regional
and touring theatre companies for capturing a spirit of local community and communicating it
with a large audience.

Kneehigh Style/Aims

Style:

Kneehigh have a creative original blend of magical storytelling, physical theatre and controlled anarchy

Telling stories is in many ways the essence of Kneehigh, they want you to listen to the stories that surround
you and allow the story to grab your attention.

‘We are bold and brave and try to surprise ourselves and our audiences. We mustn't retreat to a comfort
zone’ - Emma Rice

“I like a good night out, some theatre can be unrelentingly miserable. | try to keep my audience entertained
on an old-fashioned level. Give us a song! Somebody fall over!” —Emma Rice

Kneehigh use exaggerated design elements and magical realism to conjure up a place we are familiar with
but with an exciting twist (like the forest in Hansel and Gretel made from wooden beams, ropes and pulleys
to swing props and characters in)

They create relevant and emotionally charged work such as the touching exploration of religious persecution
in Tin Drum



Immersing the audience

‘I don't want the fourth wall constantly and fearfully placed between the actors and their audience, | want
the actors to speak to their accomplices, look at them, to respond to them. | want a celebration, a collective
gasp of amazement’ Emma Rice

Kneehigh break down the fourth wall. They pride themselves on engaging directly with the audience, looking
at them, speaking with them, asking them to hold something, making them a partner in crime (such as when
the thief in Tin Drum got the audience to conceal his stolen potatoes!)

Kneehigh believe ‘The best things in life happen between people, not to people’ (Emma Rice). They want the
experience to happen with the audience, not for them to just be passive observers

Founder and artistic director Mike Shepherd describes the audience as “fellow adventurers”

‘Our basic needs and desires are the same - to be communicated with, to be delighted, to be surprised, to be
scared. We want to be part of something and we want to feel’- Emma Rice

The audiences experience usually begins from when they enter the tent, as the actors will mingle with them
in character such as the opening of 946 Adolphus Tips when the cast are cleaning the audience’s chairs and
shoes

Magical and fun

Ill

There’s more than a hint of the fairy-tale to Kneehigh’s style with their work described as “magical” and
covered in “fairy dust” such as in Steptoe and Son when the plain looking cart bursts open to reveal Albert
and Harold’s cluttered home, full of lamps, rocking chairs and bric-a-brac.

Founded in 1980’s as a children’s theatre troupe- so very fun and colourful- many techniques that children
adore enthral adults just as much (if not more) such as the puppet ducks worn on the maids wellington
boots in Wooden frock

In their rehearsal space they have the words like anarchy and naughtiness stencilled on the walls what they
use to influence their productions

Kneehigh’s work is always full of gleeful invention, the spirit of children’s make-believe and mischievous
comedy such as in Tin Drum when the lover evades the police by hiding inside Anna Bronski’s skirts in Tin
Drum

Set:
They initially performed their works in their Asylum tent, a place of fun, playfulness and magic

‘Theatre is nothing without the engagement of the audience’s creativity’—Emma Rice

‘The audience needs visual room to be able to fill the story with their own imaginings- Designer Bill Mitchell

‘I want people to believe they are on a boat or in a wedding party... but as in a dream, they don’t know how
they got there. What characters wear and what they hold are the visual clues to story and place’ - Bill Mitchel



Kneehigh’s sets are visually stimulating; they aim to create an exaggerated reality in the style of magical
realism (like the forest in Hansel and Gretal made from wooden beams, ropes and pulleys to swing props
and characters in)

Kneehigh want the set to transport the audience into the story, so that they believe they are in a wood, in a
club, on a ship. Tristen and Yseult used part of a real ships mast and rigging.

... As director Emma Rice says “l want the world to transform in front of the audience’s eyes’ such as in
Steptoe and Son when the plain looking cart bursts open to reveal Albert and Harold’s cluttered home, full of
lamps, rocking chairs and bric-a-brac.

Kneehigh’s sets often suggest a time period or location rather than naturalistically recreating it, its left open
for the audience to interpret ‘Theatre is nothing without the engagement of the audience’s creativity’ —
Emma Rice. Tin Drum begins “once upon a war” — which war doesn’t really matter, the performers tell us
suggesting that anyone, at any time, can find themselves in the midst of conflict.

Their sets generally follow the constructivist style with 1 or 2 key structures that suggest the world of the
play such as the scaffolding skeleton of a building used in Dead Dog

Their sets are versatile and dynamic, able to show multiple locations in one constructivist style set, via
moveable trucks and rotating set pieces to twist the set into an alternative place altogether.

Their sets are often abstract and versatile with multiple levels, slides, ladders and poles for the actors to
climb up and slide down to create an exciting wildness in their performances (like the forest in Hansel and
Gretel made from wooden beams, ropes and pulleys to swing props and characters in)

Kneehigh like to create vast worlds of wonderment for their audience, they usually sketch and develop
concepts from ideas they get from books and films

Costume:

‘I want people to believe they are on a boat or in a wedding party... but as in a dream, they don’t know how
they got there. What characters wear and what they hold are the visual clues to story and place’ - Bill Mitchel

Kneehigh costumes are used to visually realise the world the characters are in and the people they are. Mrs
Peachum in Dead Dog in a suitcase was clad head to toe in leopard print, emphasising her lascivious (overtly
sexual) nature. Whereas Polly Peachum wore a simple white dress to symbolise her innocence.

Kneehigh costumes do not have Gender boundaries and sometimes the switching of Gender stereotypical
costume is used to evoke humour such as the witch in Hansel and Gretel being played by a middle-aged man
in a hot pink dress and curly blonde wig.

Kneehigh use vibrant colours to disturb the audience, like a freak show, to create an overly happy reality

Kneehigh costumes suggest a time period but are left open for the audience to interpret ‘Theatre is nothing
without the engagement of the audience’s creativity’ —-Emma Rice

Kneehigh costumes are childish and fun. Performers don comedy noses and moustaches in Tin Drum to
emphasise the comic foolishness of the policeman.



Lighting:

Kneehigh director Emma Rice wants ‘a world to transform in front of the audience’s eyes’ and together with
the lighting designer the company aim to transport the audience into the story, so that they believe they are
in a wood, a club, a ship. Such as how a cross-fade in lighting revealed a strip club with disco ball in the Dead
Dog set

Kneehigh’s works are visually stimulating and the lighting is key to suggesting a time period or location
rather than naturalistically recreating it, it’s left open for the audience to interpret as Emma Rice believes
‘Theatre is nothing without the engagement of the audience’s creativity’.

One way Kneehigh use innovative lighting to engage their audience and create a magical-reality is through
video projections or ‘recorded backgrounds’ to bring a dream-like world to life (such as in Wooden Frock and
Brief Encounter).

Founded in the 1980’s as a children’s theatre troupe Kneehigh’s lighting design typically creates a very fun
and colourful atmosphere, realising that many techniques children adore, enthral adults just as much; such
as the bold colours in The Flying Lovers and the torch being shone into the audience

Regular lighting designer for Kneehigh, Malcolm Rippeth, frequently uses innovative lighting to highlight key
characters, such as back-lighting the silhouette of the black witch in The Tin drum to give her an air of power
and importance.

Kneehigh use vibrant colours to exhilarate the audience and bring joy and mischievousness to the stage as
they create a magical, ‘happy reality’ atmosphere such as the kaleidoscope of colours used in the scene
where Marc paints Bella in The Flying Lovers

Kneehigh work in their barns in Cornwall where natural light and colours flood the room. Inspired by this
they use dynamic colours to create a visually stimulating environment. such as the kaleidoscope of colours
used in the scene where Marc paints Bella in The Flying Lovers

Kneehigh creatively use lighting to create location through dynamic use of colours Such as how a red cross-
fade in lighting revealed a strip club with disco ball in Dead Dog

Kneehigh often use lighting to define areas of the stage and tell the audience where to look such as in The
Tin Drum where the set was stunningly sculpted by Malcolm Rippeth’s lighting to bring hidden areas
suddenly to life such as a bookshop

Kneehigh use a transfixing use of light, shadow and darkness in some of their plays such as the shadows cast
in The Flying Lovers to suggest gunfire and the hanging of a policeman during the Russian Revolution

Kneehigh use lighting to mark entrances and exits such as back-lighting the silhouette of the black witch in
The Tin drum to give her an air of power and importance.

Sound:

‘We want music that tells us about our characters and their situations’ Simon Baker sound designer

Music is an integral part of Kneehigh’s productions, it’s not only live on stage but is part of the action with
performers picking up instruments and playing as easily as delivering their lines as they do in 946 Adolphus
Tips when actors continually pick up a trumpet or saxophone to form part of the swing band.



“In the old shows each actor was expected to learn a tune on a new instrument in each new show” Mike
Sheppard

Kneehigh use live music on stage and the band is also a part of the cast (often ‘folksy’ like
ukuleles and dulcimers) such as in The Flying Lovers where the musicians accompany the singing one minute
and become obnoxious train passengers the next

Music is now part of the fabric of Kneehigh’s work, helping the audience to feel the emotions in the piece
such as Marc’s sad lament when his wife Bella dies in The Flying Lovers or the electric guitar used when Mrs
Peachum reveals her devious plans through an aggressive heavy metal number in Dead Dog.

Kneehigh don’t tie themselves to one music genre. For example in Tin Drum Charles Hazlewood’s moved
from aria to electronica, ballad to banger to keep the piece exciting and rousing

Acting:

Anarchic acting styles — could help emphasise the chaos of the war the women oppose create exaggerated
comic character

No fourth wall, they pride themselves on engaging directly with the audience, looking at them, speaking with
them, asking them to hold something, making them a partner in crime- Chorus speak to Audience / Myrrhine
being chased through stalls by Cinesias

Rice says they are unable to work with ‘conventional’ actors because Kneehigh'’s style is ‘left handed’- Make
all characters use a highly exaggerated style, anarchic style

They don’t like to overanalyse characters, but instead try to understand them on a personal level when
performing- No need to any attempt at Naturalism more a focus on ‘demonstrating’ your role

What happens in the rehearsal room can always differ to the script they have written- keep a sense of
freedom when rehearsing actors

They use Comedy and ‘Foolishness’ to engage their audience- Works well with Lysistrata keep it comic/fun
almost slapstick at times

Emphasis on physical theatre (often dance), very energetic — Chorus chants/ final scene

Dance always plays a part in Kneehigh’s performances. Choreography is used to enhance and further the
story and should be complementary, entertaining and crowd-pleasing.

Characters are often bold and quirky, but as often human and flawed. They are relatable, even the most
outrageous characters offer us a glimmer of something real we can relate to, allowing us to connect with the
story. Such as the character of Robert in Rebecca.

In interview Mike Shepard revealed that characters from FUP were based on people they knew in Cornwall-
an old drunk you wouldn’t want to meet on a dark night, an aggressive cinema attendant etc

For more research use https://kneehighcookbook.co.uk/cookbook/ - Has lots of interviews and useful videos
on there and look at trailers/images for the following productions:



https://en.wikipedia.org/wiki/Ukulele
https://en.wikipedia.org/wiki/Appalachian_dulcimer
https://kneehighcookbook.co.uk/cookbook/

‘I want people to believe they are on a boat or in a wedding party... but as in a dream, they don’t
know how they got there. What characters wear and what they hold are the visual clues to story
and place’ - Bill Mitchel

‘We are bold and brave and try to surprise ourselves and our audiences. We mustn't retreat to a
comfort zone’ - Emma Rice

“I like a good night out, some theatre can be unrelentingly miserable. | try to keep my audience
entertained on an old-fashioned level. Give us a song! Somebody fall over!” —Emma Rice

‘We want music that tells us about our characters and their situations’ Simon Baker sound designer

Task 3: Drama Subject Terminology

Read the key words for Drama in the Drama Terminology guide and learn any you are
unfamiliar with- you will need these throughout the course.

Task 4: Monologue

1.Pick an issue or a character you would like to explore and write a 60-90 second monologue for
them.

® This might be about someone coming out to their parents, someone explaining the hardest
decision they ever had to make, how afraid someone feels in the modern world, how
someone became homeless etc

® You really do have freedom here —so go for it! | will mostly be looking at your acting so don’t
worry too much about the words. Remember to write it as someone would naturally speak-
not as a formal speech.

e (If you find this particularly difficult- please email me and | can send you a monologue but
try to have a go at your own if possible)

e Finally, | would like you to rehearse your monologue and then record yourself- watch this
back and see what changes you might wish to make to keep the piece engaging and natural.
Record yourself a few more times, until you are happy with it.

You will be performing these in the first couple of weeks back in the Autumn term so be ready &

All Tasks Deadline: First lesson back in September.



