By the time I had finished my first read of “Pomona,” I was cautious of the text’s contents; its subject matter was heavy and its clarity was, intentionally, unclear. Its nonlinear structure is interesting to me, as well as its abstract nature. I was reminded of Caryl Churchill’s “Top Girls;” Mia Hollingsworth-Smith, the producer of Oxford’s 2022 production details her opinions on the play as: “I love how the play’s socio-political messages are shown in an almost didactic Brechtian way with its episodic structure, historical characters and absurdist scenes,” (Standford-Harris, Symington and Hollingsworth-Smith, 2022)  and this understanding of “Top Girls,” which I share, I see many similarities in when it comes to “Pomona,” particularly in its messaging. While “Pomona” uses anxiety and fear to convey its message, while itself is more specific than that of “Top Girls,” I think its commentary on the circulatory, looping way of life is parallel to its contemporaries. Particularly, the first scene hitting you directly with a car continuously driving on the M60 motorway, a giant loop that circles Manchester is a telling introduction, and furthermore many of the unassigned comments in seventh scene, i.e. “It’s hard to recognise when your life is looping.” “And I bet people would just keep walking and walking and walking/round and round and round” “The whole centre is a loop/a circuit” (McDowall, 2014a) directly highlight this repetitive lifestyle. Despite its absurdism though, I believe the play contains lovely elements of realism in heartfelt scenes, such as scene nine’s Fay and Ollie in which we see Fay comfort Ollie in an almost motherly way after the latter’s abuse. This allows us to sympathise with “Pomona’s” characters, even when further reading provides details of their character that would be unsympathetic.

In comparison to its contemporaries, “Pomona” tackles politics in a unique way. The character of Zeppo, the self-proclaimed owner of the city, challenges corruption through the following: his writing calls out the distance between the government and the people, that they’re “involved” but only in the fact that they own and control what happens in a city, while primarily taking a backseat with a massive disinterest in the actual ongoings, i.e. the human trafficking ring beneath the city, yet with a masked figure in the backseat of his car, implied to be Keaton, it’s undeniable in my opinion that Zeppo, despite his claims of impartiality, is involved. Compare this to Simon Stephen’s “Rage,” a play inspired by photographs taken of a 2015/2016 New Year’s Eve party, in which we see corruption through an everyday lens in the form of four police officers whose attitudes and actions call out the violence that we can see on the street, rather than the “greater evil” that is the government’s inactivity. Alternatively you can compare “Pomona” to Kae Tempest’s “Wasted,” which, rather than using its characters to tackle inequality and unfairness, uses poetry and abstract dialogue to call out society’s feelings of helplessness despite protests and wants, as seen in its opening scene: “Change coming!/I swear we can change something./We change nothing.” (Tempest, 2012)

[bookmark: _Int_4aLqamED]On that topic, McDowall’s use of abstract imagery is what I’d argue furthers its ambiguity, as seen in scenes seven, seventeen, and eighteen, further imprinting its theme of repetition on the audience and directly showing its influence on the character of Ollie. It is also through this abstraction that the play’s reality is brought into question, whether the characters we see are actual people or are characters themselves in a greater Dungeons and Dragons session, or less specifically a greater boardgame session. It also brings into question how real the “loop,” as it is called, is, if these characters are continuously doing these actions against their will until something changes.

On the topic of realities, McDowall uses Cthulhu, a cosmic entity created by Howard Phillips Lovecraft, and through discussion in class I heard that Cthulhu was linked to dreams, and thus further brought into question whether or not the contents of “Pomona” were fictitious within the story itself. I took it upon myself to research Cthulhu, as I was curious as to why McDowall wanted to use such imagery. This research can be found in Appendix A, available below.

Personally, I see Cthulhu as a representation of Pomona and its inhabitants, particularly when acknowledging that the unspecified threat of Cthulhu lines up with the ambiguous threat of Pomona: to elaborate, for a large majority of the play we, the audience, are unaware of what happens until Keaton outright states it.

We have previously worked with Anne Bogart and Tina Landau’s training in our Voice and Movement module; however, my own understanding of their work was juvenile. Now I feel more confident in my understanding, having bought the book and feeling a greater sense of knowledge. Our prior understanding was limited to the viewpoints: the physical (tempo, duration, kinaesthetic response, repetition, shape, gesture, architecture, spatial relationship, topography) and vocal (pitch, dynamic, tempo, acceleration/deceleration, repetition, timbre, silence.) This year, we have primarily focused on and expanded our understanding of the physical viewpoints, particularly deepening our kinaesthetic response and spatial relationship between ourselves as a company and the venue we are in.

Some notable elements that we have incorporated into our by-session routine are the grid, which Bogart and Landau speak about in Chapter 5 (Bogart and Landau, 2005), and soft focus, or more broadly the five images. I find this useful in grounding myself both in the space and with my company, especially soft focus. I find that my attention and focus can waver during moments of excessive movement, particularly during our choreography in scene seven. While I find the Viewpoint’s five images to be useful in grounding myself, moving forward I would like to strengthen my focus in class not only as an individual but as a participant of the company, as I worry that if my attention is slipping, then I am encouraging others to let theirs slip too, and thereby waste valuable rehearsal time. To accomplish this, I would like to incorporate foundational yoga exercises to help ground myself physically. (Tummee, Date Unknown)

A choice I found interesting is that we combined Katie Mitchell’s character biographies with Bogart and Landau’s character statements, and I found it especially enlightening in correspondence to how I was going to play Fay in my character scene, particularly working on her background before she came to Manchester. This work can be found in Appendix B. Additionally, Appendixes D, E, and F contain various work assigned to us, rooted in Katie Mitchell’s teachings, which helped me greatly in understanding Fay's character. 

I felt I contributed to the discussions to a satisfactory standard. After initial discussions, I aimed to inform my opinions through research, such as listening to McDowall’s interview with Aleks Sierz (McDowall, 2014b) or NT Talks’ interview with Ned Bennett and McDowall (Bennett and McDowall, 2016), however due to the pacing of the module, by the time I had done further research, we were prioritising duologues and scenes. Regardless, I feel that this research into the writer’s thoughts on the play was helpful for me as an actor, as it gave me an insight into the character’s writing, particularly his description of every character having a “hole in their heart.” (McDowall, 2014b) Going forward, I will aim to research earlier in the schedule, so that I can put forward an informed opinion to contribute to the general discussion.

On this note, I’d like to incorporate Katie Mitchell’s preparation for rehearsals, particularly her early responses to the text. The establishing of facts and questions, especially using research and intuition to answer those questions and provide further evidence for the fact, is something that interests me greatly, as I feel that the task set for us barely scratched the surface in terms of the facts and questions that Pomona holds and prompts. When we are given our next play, I’d like to use Katie Mitchell as a basis for my understanding.

Leading up to the assessment, I felt as though I needed to strengthen my intentions as Fay. The initial events and intentions are available in Appendix C, and while I do feel confident in these intentions, my grasp on them in the physical space was hindered by an internal source, one I am admittedly still trying to decompose and understand. This thought, that I was struggling with portraying my intentions, was affirmed when our lecturer confronted me on what my overall objective was in the scene, which allowed me to think back to this simpler, stable idea. Afterwards, I reached out for further advice, to which I was told I was an intelligent woman, but that I may be over-intellectualising my intents and my performance, and that what I feel I am doing clearly is in actuality coming across in an unclear manner. This helped me understand, even by a small margin, what the issue may be.

[bookmark: _Int_yt7z0XTC]During the running prior to the assessment, I made it my effort to constantly leave after every line, however in the moment I felt this came off as janky at times and undermined the scene with shoddy footing. I did reach out to my scene partner to run it again in our spare time before the showing, however my partner informed me that this wouldn’t be helpful for them. In the face of this, I retreated and didn’t work on the spacing, as in my mind I required my scene partner to be present to appropriately work on the movement. Going forward, I will push harder to accommodate myself and aim to rely less on others by doing stuff on my own.

Due to the thoughts that were going through my head, trying to balance staging, facial expressions, intentions, etc, I ended up struggling under-pressure and accidentally messing up. While the feedback I’ve received from peers has enlightened me that this accident in the opening scene was missed by a large majority, at the time it was only the beginning of a spiral that would end up throwing off not only myself but other members of the company. With this in mind, I will try to employ grounding exercises when I make a mistake, such as paying attention to my senses or breathing steadily (Grassroots Suicide Prevention, Date Unknown), so as to ground myself in the space on an internal level to maintain focus throughout the show.
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Appendix A
[bookmark: _Int_ioJB2nn6][bookmark: _Int_W9UHqAtO][bookmark: _Int_7712NUlP][bookmark: _Int_ZC5rL5VV]According to Marek Jones from Signs of Yellow (link here), Cthulhu is the most defined Ancient One, and his iconography is used to represent the group as a whole due to his popularity. He is described as dead, but sleeping in another universe. It is unknown what’ll happen when he wakes up, but his cult seeks his awakening nonetheless. It has become a popular belief that when Cthulhu does wake up, he will eat or destroy the world. Lovecraft describes Cthulhu as “a monster of vaguely anthropoid outline, but with an octopus-like head whose face was a mass of feelers, a scaly, rubbery-looking body, prodigious claws on hind and fore feet, and long, narrow wings behind.”

[bookmark: _Int_lPMYLF16][bookmark: _Int_msXT5xE5]The opening line of “The Call of Cthulhu,” arguably Lovecraft’s most popular work and the origin of Cthulhu, is this: “The most merciful thing in the world, I think, is the inability of the human mind to correlate all its contents. We live on a placid island of ignorance in the midst of black seas of infinity, and it was not meant that we should voyage far.” The latter sentence’s notion of a “placid island of ignorance in the midst of black seas of infinity” relates to the city’s overall attitude towards Pomona, and Zeppo’s attitude too. His idea not to get “involved” and his indifference towards the happenings of his city aligns with the mentality that “we live on a placid island of ignorance.” 

Confidential’s review of the story provides an interpretation for why Cthulhu is used, stating that it is: “a clue to the way the story weaves in and out of reality, questioning everyone’s ability to distinguish between fact and fantasy.” 

Through Isa Shaw-Abulafia, we get insight into how Alistair McDowell engaged with the interpretation of Cthulhu. Shaw-Abulafia, who previously worked as the set designer, worked as the mask designer in the Orange Tree Theatre (in association with National Theatre and Royal Exchange)’s 2014 production. She wanted Cthulhu to visually link to Pomona, “as though Cthulhu was born out of Pomona.” We get a feeling for how McDowell engaged with this due to her mentioning of the “the writer and director,” with those being McDowell and Ned Bennett respectively. Assumably due to no mentioned complaint by McDowell, we can infer that this is an interpretation he approved of.

It can be assumed due to the Orange Tree Theatre’s production having the unnamed Figure from Scene One played by the same actor who plays Keaton, that these characters may be one in the same, however there is no direct statement that they are one in the same, and if it assumed they are then the timeline of events comes into question.

[bookmark: _Int_HkoSqqIM]From Lee Anderson of Exeunt Magazine: “Pomona is a play about surfaces and the horrors that lie beneath them. It’s a parable for the violent forces that society sweeps under the rug; a fable for our collective complicity in allowing such brutal violence to endure beneath the radar.”


Appendix B
My name is Fay Donner, née (and better known as) Fay Franklin.
I am 26 years old.
I am from Bolton.
I work as a sex worker.
Five Stated Facts:
· I have a young daughter.
· I have a husband in the police force who was abusive, and I am running from him.
· I work for a woman named Gale in a cathouse.
· I am saving up to quit my job and leave the city.
· I try to keep my personal life and my professional life separate.
Five Intuited Facts:
· I was formerly a barista who worked part-time.
· I was with my husband for ten years before I ran away last year, having dated him for four and been married for six.
· I knew my husband was abusive before getting in a relationship with him.
· I will risk everything for the people I care about.
· I try not to care about my colleagues or the men I please.
[bookmark: _Int_KW3yaFa7]A telling action I perform: soothing and consoling Laurel after she turns up beaten and bloodied.
A telling line I say: “The world hates women.”
My greatest fear is my past catching up to me.
My greatest longing is danger.
Odd habits I have are:
· Triple checking locks on doors/windows.
· I have a strict shower regimen.
· When I am feeling anxious, stressed or overall tense, I clench my fists.
My likes include:
· Strawberry ice cream.
· Sunny days.
· Alone time.
My dislikes include:
· My job.
· Rainy days.
· Modern mobile phones*.
*For the mid-2010s era.


Appendix C
Place
A cathouse in Manchester.
Character Biography

Immediate Circumstance
Fay has been asked to show a new employee their room.
Time
Midday, ambiguous season
Events
[bookmark: _Int_z9dyTDzM]Fay introduces the room to Ollie
Ollie interrupts Fay
Fay mentions Gale
The room falls silent
Ollie notices camera
Fay informs Ollie of “why”
Fay informs Ollie of the nightstand
Fay affirms Ollie’s safety
Fay advises Ollie
Ollie questions Fay’s experience
Fay ends the conversation
Ollie restarts the conversations
Ollie inquires about films
Ollie makes another inquiry
Fay shuts Ollie down
Ollie inquires about the past girl
Intentions
Fay wants to introduce Ollie to the room
Fay wants Ollie to not interrupt
Fay wants to lighten the mood
Fay wants to leave
Fay wants to avoid talking about the camera
Fay wants to explain to Ollie the circumstances around the camera
Fay wants to continue the introduction
Fay wants to comfort Ollie
Fay wants to advise Ollie on how to deal with the customers
Fay wants to humor Ollie
Fay wants to leave
Fay wants to answer Ollie’s question
Fay wants to redirect Ollie
Fay wants to shut Ollie down
Fay wants to warn Ollie
Fay wants to reminisce
Relationship
Fay and Ollie are coworkers


Appendix D
Fay Franklin
“I am” statements
I’m scared for my life. (sc.2 pg.21)
I’m scared for my family. (sc.2 pg.22-23)
I’m scared (sc.2)
I’m cautious of my clientele (sc.5 pg.32)
I’m safer in my job than others (sc.5 pg.34)
I’m disgusted by my clientele (sc.5 pg.33)
I statement (sc.5 p36)
I miss my colleague (sc.5 pg.37, inferred)
I’m horrified (sc.7 pg.44, Ollie’s perspective)
I’m terrified (sc.7 pg.44, Ollie’s perspective)
I’m threatened (sc.7 pg.45, Ollie’s perspective)
I’m threatening (sc.7 pg.45, Ollie’s perspective)
I’m screaming (sc.7 pg.46, Ollie’s perspective)
I’m gone (sc.7 pg.46, Ollie’s perspective)
I’m a ghost (sc.7 pg.46, Ollie’s perspective)
I’m cautious of what happened to Laurel (sc.9 pg57)
I’m scared to face my problems head-on (sc.9 pg.59, inferred)
I’m a private person (sc.9 pg.59, inferred)
I’m on the run from my husband (sc.9 pg.59)
I don’t like my clientele (sc.9 pg.61)
I’m motherly (sc.9)
I’m a trespasser (sc.11 pg.74)
I’m unemployed (sc.11 pg.74, Gale’s perspective)
I’m a caring individual (sc.11 pg.75, Gale’s perspective)
I’m involved (sc.11 pg.76, Gale’s perspective)
I’m doing this to myself (sc.11 pg.76, Gale’s perspective)
I’m a masochist (sc.11 pg.76, Gale’s perspective)
I’m defiant (sc.11 pg.76)
I’m in control (sc.11 pg.77)
I’m in control (sc.13 pg.85)
I’m a private person (sc.13 pg.86)
I’m unsympathetic (sc.13 pg.89)
I’m a hurt person (sc.13 pg.90)
I’m never safe (sc.13 pg.91)
I’m blunt (sc.13)
“(They) is” statements
Gale statement (sc.5 p.36)
They are taking people (sc.7 p.45)
They are coming (sc.7 p.45)
Ollie is threatened (sc.7 pg.45, inferred)
Gale is threatening (sc.7 pg.45, inferred)
Laurel is in a state unfit to work (sc.9 pg.57)
Laurel is in debt (sc.9 pg.59)
Laurel is missing (sc.11 pg.72)
The others are missing (sc.11 pg.73)
Gale is a liar (sc.11 pg.74, inferred)
Gale is untrustworthy (sc.11 pg.74, inferred)
Gale is taking people (sc.11 pg.75)
Moe is weird (sc.13 pg.85, inferred)
Moe is violent (sc.13 pg.89)
Moe isn’t like my husband (sc.13 pg.90)
Moe is quiet (sc.13 pg.90)
Moe is not different from other men (sc.13 pg.91)
Moe is suicidal (sc.13 pg.91)
Family
Unnamed Daughter.
Employment
Gale.
Laurel and other coworkers.

Happenings in the Play
In Scene 5, we see Laurel’s first day in the unnamed cathouse, where Fay accompanies her to her (Laurel’s) room and gives some insight into the job. It’s in this scene that we’re clued into their occupation, being prostitutes that men can hire. She warns Laurel about the dangers of the job, but iterates that it’s “safer here than other places,” from other workers’ words. We’re also introduced to the fact that both Fay and Laurel work under Gale, through Fay talking about needing Gale’s permission to decorate and bringing her name up again when Laurel questions where to get (blank). The end of the scene also introduces that multiple workers have disappeared.

In Scene 13, we see Fay and Moe, with Moe being Fay’s newest client. She is a lot more blunt in this scene than previous ones, perhaps because it takes place after her encounter with Keaton. This scene does more for Moe’s character than it does Fay’s, though she lets slip that she has no sympathy for him, and that the world hates women, presumably due to her abusive past.

In Scene 9, we see Fay and Laurel again, this time after Laurel has filmed a pornographic film that centred around her abuse and rape. While Laurel tried to disguise her abuse as a mugging, she later revealed it was from a film. She also revealed that she’s in debt to someone, and that’s why she’s desperate for the money. Fay consoles her. It is in this scene that we hear about Fay’s past, how she was abused by her husband and ran away, and now works as a prostitute to make ends meet and save up money to, hopefully, leave.

In Scene 11, we see Fay and Gale. This is after Laurel has disappeared, and Fay has broken into Gale’s office and stolen her laptop. When confronting Gale, she is blunt and straightforward, determined to find out what’s happened to Laurel. She’s also found out that Gale has been keeping track of her worker’s blood types. Gale lets on that she knows a lot about Fay, and that Fay has a destructive pattern of getting herself “involved.”

In Scene 7, we see Fay in a shopping mall, holding a laptop, implied to be the same laptop that she stole from Gale. In the script, it isn’t said that the woman staring at Ollie is Fay, however with context clues and recontextualisation after finishing the play, it is a safe assumption that the woman and Fay are one in the same. She is frantic, and frozen in horror when she sees Ollie. Under the belief that Ollie is Laurel, Fay grabs onto her and rambles about what she thinks happened, about a “they” that took her. She is pulled off of Ollie, and runs away, being described as “a ghost” when everyone returns to normal.

In Scene 16, we see Fay for the last time. She has been kidnapped by Moe and Charlie, and is set free by Charlie. Her looking at Moe could be indicative that, in this moment, she sees him as just like every other man.

In Scene 2, we see Fay in a phone booth holding a laptop, implied to be the same laptop that she stole from Gale. She is trying to reach someone, briefly considering the police before calling her (implied) babysitter, Stacy, to instruct her to not answer the phone, the door, and overall up her alertness. In this scene, it’s also implied that Fay has a daughter.
Possible Name Origins
Frank Fay or Fay Templeton, for Fay?
Jane Gale, June Gale, Jean Gale and Joan Gale of the Gale Sisters or Gladys Gale, for Gale?
Oliver Hardy of Laurel and Hardy, for Ollie
Buster Keaton, for Keaton
Charlie Chaplin, for Charlie
Moe Howard of the Three Stooges, for Moe
Zeppo Marx of the Marx Brothers, for Zeppo


Appendix E
Fay
Appearances:
/ two
· Fay
· Keaton
Establishes Fay’s presence in the play.
Stacy - a babysitter?
“Her” - Presumably Fay’s daughter
/ five
· Fay
· Ollie
Establishes Fay’s relationship with Ollie’s twin sister.
/ seven
Fay’s relationship with Ollie, her misunderstanding
/ nine
· Fay
· Ollie
Developing Fay’s relationship with Twin
/ eleven
· Fay
· Gale
Fay’s relationship with Gale and with Twin
/ thirteen
· Fay
· Moe
Fay’s relationship with men
/ sixteen
· Fay
· Moe
· Charlie
Chronological Order
· / five
· / nine
· / eleven
· / seven
· / two
· / thirteen
· / sixteen

“It’s not quite a loop, but you can force it to be one.”
– Alistair McDowall, 2014, in an interview with Aleks Sierz for TheatreVoice.


Appendix F
Reconstruction of memories, affects how the character engages with other 
Improvisational scenes
A list of ten possibilities:
· Fay’s first day/Fay’s first-time meeting Gale
· Chicken Pubes moment
· Fay’s internal struggle on how to leave
· Fay’s first time seeing her husband
· Fay’s first date w/ Husband
· Her daughter’s birth
· The first time her husband hit her daughter
· More e ncounters with men.

Place
· Frank’s house 
Character Biography
· Fay Franklin, mother of Olivia Donner and wife of Francis Donner
· 28
· Part-time Barista, full-time stay-at-home-wife
Immediate Circumstances
· We are in Frank’s house. Frank, under the influence of alcohol as hit Olivia.
Time
· Past 12:00AM
Intentions
First Intention
· 
Second Intention
· 
Events
· Frank hit Olivia
